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INTRODUCTION 
of the many changes there is still in existence a widespread tendency to 
spend a large part of the program in the teaching of notation for its own 
sake . In many instances the procedures and pr actices in this area of the II 
I 
fifty years . Exper:!Jnental II 
economical and effi cient I 
music program have progressed little in the last 
research to discover whether there might be more 
t ways of teaching children in this area is almost impossible to find . II 
The investigation reported in this study has grown out of the current 
need as to what music education in the elementary school can do to meet the il 
needs of the children more adequately. Most teachers who have been trained I 
11 and/or who have taught in traditional schools have questioned the huge void l1 
) betvreen modern educational principles , ideals , objectives, and typical I 
I 
I 
classroom procedures . 
I 
II 
I 
One of the major preoccupations of music education in the traru.tional 
school has been the teaching of notation and so-called "note reading" . 
The procedure utilized to teach music notation has been based on the doc-
trine of "Rote to Note" . The problem is that after children have completed \I 
conventional lesson sequences on the so-called 11notational fundamentals" I! 
there is usually little or no skill in music reading , a hearty dislike for 
I 
II 
xii 
music and singing and, as Mursell1 says, 11By the time they get to the sixth 
grade they have 1 covered everything t. tt 
Wolfe2 recognizing the same problem asks: 
"Why is it that we teach music reading in the singing classes 
throughout all of our grades and when students get to high school 
and college with very few exceptions, the only ones who can read 
music--either vocal or instrumental are those who had instrumental 
work in the grades? There must be some wa:y to account for this 
situation which is so real that it is impossible to avoid it." 
If the past experiences in education had proven to be successful in 
the utilization of these procedures, it might be wise to look to the 
present training, abilities, etc. of teachers. But this does not appear 
to be the problem. All information points to the fact that these pro-
cedures were always ineffective. 
A study by Gaston3 emphasizes the need for a change in procedures: 
11 The beginning of teaching the use of syllables goes back to the 
late middle ages. The first attempt to introduce the system of the 
seven scale syllables, do-re-mi-fa-so-la-ti-, was made in 1796 in 
~Massachusetts Complier, by Samuel Holyoke and Hans Gram.4 This is 
the most commonly used system to the present day, in teaching the 
reading of vocal music in the schools. This system was introduced at 
a time when children first learned to read. Such a method of learn-
ing to read has long been laid by, but we still use a similar method 
in grade school music." 
1James L. Mursell, Music and the Classroom Teacher, New. York: Silver 
Burdett Co., 1951, p. 266. 
2Irving Wolfe, 11The Music Teacher's Responsibility for Research,n 
Yearbook, Music Educators National Conference - Twenty-Ninth Year, 1936, 
p. 290. 
~. Thayer Gaston, "A Study of the Trends of Attitudes Toward Music 
In School Children, n Unpublished Master 1 s Thesis, University of Kansas, 
Lawrence, Kansas, 1940, pp. 3-4. 
4 . 
Samuel Holyoke and Hans Gram, The Massachusetts Complier, 1796. 
xiii 
Birge1 found that: 
11 The ten year vogue of the old Normal Music Course had gradually 
revealed the disturbing fact that though the children mastered the 
tonal and rhythmic problems by means of its elaborate drills, they 
could not combine them so as to read music readily, 11 
and later, 
"Some of the leading music supervisors were famous for their 
skill in leading classes through elaborate scale work of various 
forms of rhythmic drill, an example which was more or less success-
fully iffiitated by the rank and file of their followers ••• Some won-
derful exhibitions of proficiency were given before institutes and 
conventions. But alas; the ability of children to read fluently 
and rapidly written music was sadly lacking. tr2 
For the last two decades a great deal of writing has been in the 
direction of suggesting the use of motor-visual and motor-sensory aids. 
Mursell and Glenn3 cite specifically the need for keyboard experience: 
"There is no doubt that the piano keyboard has educational 
possibilities that our schools have not yet realized. One should 
remember that actual experimentation on a real instrument is 
enormously better in every way than problemizing with a keyboard 
diagram which may be a geometrical rather than a musical agency ••• 
The advantages of the pianistic approach (to tonal relationships) 
are these: the keyboard is a complete graphic representation of 
tonal relationship, including accidentals; it represents everything 
directly where the sol~fa and kindred systems represent tone only 
conventionally; its use directly enlarges the pupil's musical ex-
perience through music-making in another medium." 
In relating the piano to pre-instrumental activity, Dyke.rna4 states 
a preparatory advantage for the keyboard. "It stands midway between the 
~. B. Birge, History of Public School Music in~ United States, 
(Philadelphia: Oliver Ditson Co., 1937, p. 122). 
2Ibid., p. 127. 
3James L. Mursell and Mabelle Glenn, The Ps~cholog~ of School Music 
Teaching (New York: Silver Burdett Company, 1931 , p. 1 7. 
4Peter W. Dykema, "The Relation of Piano Class Instruction to the 
Rest of the Instrumental Program in the Schools," Book of Proceedings, 
Music Supervisors' National Conference, 1932, pp. 188-189. 
: 
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xiv 
simple percussion instrwnents, which should precede it, and the more dif-
ficult melodic instruments of the band and orchestra, playing upon which 
is greatly facilitated if piano instruction has preceded them." 
To remain in accord with modern educational objecti ves, procedures 
must be changed from the logically organized series of technical-based 
"music lessons" imposed upon the children by adults for future possible 
needs, to procedures that will guide children's experiences in music so 
that meaning and enjoyment become basic rather than the acquisition of 
sterile, meaningless skills for possible future use. Skills in the modern 
school are taught as the,y grow out of the needs and problems and experi-
ences of the children. In this new music education program, the reading 
of music notation becomes a means of growth and further development as a 
functional part of the heterogeneous musical activities of the children. 
It was the purpose of this study, therefore, to compare the widely 
used method of teaching music notation through the singing voice and the 
solfeggio system with a method whereby notation is presented through the 
use of the pianoforte keyboard. 
-- ~ ..,_ 
--
CHAPTER I 
REVIEW OF RESEARCH 
The need for a vehicle for the more effective teaching of vocal music 
in the elementary grades has been a major consideration of psychologists, 
research workers, and teachers for more than 50 years. 
The following review of research in this area has been categorized 
into the follovring sections: 
1. Research in relation to aids for teaching vocal music to children. 
2. Research in relation to motor-visual imagery for teaching vocal 
music to children. 
3. Research in relation to music reading readiness and keyboard ex-
perience. 
4. Implications for note reading. 
5 .• Research in relation to keyboard experience. 
Research in Relation to Aids for Teaching Vocal Music to Children 
Earliest studies in this area pointed to a need for aids in the 
teaching of vocal music to children. An attempt by means of the tonoscope 
1 
was made in 1905 by Seashore and Jenner. The basic question asked was: 
Can the development of control in pitch of the voice be facilitated by 
using an aid to the ear in training? 
1 Carl E. Seashore and E. A. Jenner, "The Tonoscope," Psychological 
Monograph, University of Iowa, July, 1914. 
- I -
- -
- - -=-· 
A summary of their conclusions with regard to aids is listed as 
follows: 
1. Aid (tonoscope) helped the ability to strike a note that had been 
heard, which amounted to 42 per cent over the unaided attempt. 
2. Aid helped accuracy in singing an interval. This aid amounted to 
50 per cent for major thirds, 50 per cent for a fifth, 60 per cent for an 
octave. 
3. Voluntary control of pitch of voice improved by control. The 
average superiority of aided senses over unaided amounted to 26 per cent. 
4. There is probably some gain from the aided training following the 
unaided singing. There was no evidence of transfer of gain in accuracy of 
memory image. 
5. Gain in discriminative control of pitch if voice is fully 
transferred. 
6. Improvement in the ability to sing intervals and ability to pro-
duce minimal change very much more pronounced in aided than unaided series. 
7. A higher degree of accuracy of pitch in singing m~ be attained, 
by aiding the ear in training, than could be possible to attain without aid. 
Support for the need of an aid in a study by Smith1 found that "it 
was evident that a singer cannot reach the pnysiological limit of accuracy 
by ordinary methods of voice culture, since he has no objective criterion, 
by which he can check up the accuracy of his ear." 
lFranklin Orion Smith, 11The Effect of Training in Pitch Discrimina-
tion" (Doctor's Thesis in Psychology, Vol. 1, Iowa State University). 
Binghan2- carried on a somewhat related investigation, "Studies in 
Melody", in which he worked out a motor theory. 
While the motor theory was generally accepted, few procedures ade-
quately provide for movement as a basic need for musical imagery. The 
need itself is emphasized by Wald2 when he writes, "There is no room for 
doubt that movement, real or imaginal, in the boqy of the observer, 
determines the direction and character of visual imagery. other mimetic 
movements are a tendency to pla,y an instrument, sing, hum or whistle." 
The need for early beginnings to teach pitch perceptions is evident 
from a psychop~sical test upon school children reported by Bogel,3 which 
shows that sensitiveness to pitch increases up to ten years, and then be-
comes a constant. This points to the conclusion that systematic ear 
training should begin before that age and that hearing and helping in good 
music is one of· the best means of ear training. 
In the same area of musical imagery MacDougal4 contributed an article 
1 in which the conclusions were drawn that the power of music to call up 
imagery rests upon direct association. 
In order to find studies that go further in this area, the field of 
1James Bingham, "Elements of Psychology, Theory of Melody," 
Psychological Review, Vol. 7, 1900:241. 
2Harry Porter Wald, 11 An Experimental Stuey of Musical Enjoyment," 
American Journal ££ Psychology, Vol. 23, 1912:245. 
3John E. Bagel, "Pitch Perception" (Proceedings of California 
Teachers' Association, 1900), pp. 149-167. 
~obert MacDougal, 11Music Imagery--A Confession of Experience," 
Psychological Review, 1898, 5:463. 
::--==:;,. ~-=--=--= -
I 
. -r 
piano instruction was studied to some extent in the Cornell University 
Laboratory by Rucknick.1 He found that learning to play the piano key-
board, like all learning processes, involves the acquisition of certain 
associations which, with repetition, become habitual. The point in the 
investigation was whether various piano methods take account of these 
I 
I 
I 
I 
I 
I 
associations in the learning process, or whether any allowance is made 
I 
I 
I 
I 
I 
I 
I 
I for 1 
individual differences of mental and emotional composition or tendency, 
I 
or 1 
does the same method apply to all cases? 
An analysis of pianoforte method books shows that practically all of 
them emphasize learning b,y visual method, or recalling visual imagery; 
others emphasize learning b,y finger movement. 
I 
I In order to understand the habit formation in music instruction, two 1. 
questions arise: 
1. Can one determine what mental associations bring the best results 
in piano instruction, i.e., the most efficient mental connections in 
learning processes generally? 1 
I 
2. Are these associations applicable to all individuals, or must one l 
I 
I first determine the type of association to which particular pupils belong, 
I 
perhaps by some sort of mental test, and then modify the method to suit 
individuals? 
I 
Analysis of types of association found in many piano methods were as : 
follows: Of the kinaesthetic there were twelve examples, auditory nine, 
visual four. A system of learning by groups was advocated. Attention was 
1c. A. Rucknick, 11 The Psychology of Piano Instruction,'' Journal of 
Educational Psychology . (Studies from Cornell Laboratory No. 18). --
==---~-- --- ---- --- =----~~~~~= 
given by six, attention and practice by thirteen, habit by four, color 
symbol was advocated by one.1 
Binet and Courtier2 traced graphically the intensity, form, and time 
of finger movement in piano playing. They showed the great psychological 
interest in determining the kind of experience involved at the piano, and 
the types of movement executed. The hope was to build up a piano pedagogy 
or system of instruction to take the place of the present incoherent mass. 
WallascheiJ has shown marked parallelism between certain groups of 
aphasia and certain forms of defect in musical expression, and that the 
same defects between writing and drawing are often found between speech 
and singing. In the field of musical representation, there appear to be 
three theories: (1) localization, (2) separation of the intellectual and 
emotional expression, and (3) the entire process of expression may be 
analyzed into its component parts. A diversity of opinions comes up when 
music is analyzed, since the problem of origin of music arises. Some 
derive it from speech, others from dramatic action, some from dancing, 
some from feeling. Wallaschek derives it from time sense and rhythm. 
From the physiological point of view, Beaunis4 observed a case in 
which the sensibility of the membrane of vocal cords was destroyed by 
lRose Yont, The Value of Music Education (New York: The Gorham Press, 
1916). 
2Binet and Courtier, "Experiment for Piano Playing," American Journal 
of Psychology, Vol. 7, 1895-96:576. 
~. Wallaschek, "Primitive Music, 11 American Journal E.£. Psychology, 
Vol. 6, 1893. 
4H. Beaunis, "Muscle Sense in Singing," American Journal of 
Psychology, Vol. 1, 1887-88:205. 
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cocaine, without altering the accuracy of song. He therefore concluded 
that muscle sense plays its role in giving accuracy to notes. 
Research in Relation 1£ Motor-Visual lmagety for Teaching Vocal Music to 
Children 
The need for some sort of space-frame is found in most all of the 
research in this area. Farnsworth1 suggests that: 
"The vocalist who, in the manner of children, thinks of the 
staff as representing merely relative pitches, is obliged either to 
stop while he figures out the real key of the passage before he can 
sing it; or, depending on his musical instinct and the general up 
and down movement of the notes, to guess what the passage is. If, 
however, the vocalist has a knowledge of the staff similar to that 
of the instrumentalist, that is, of its fixed character, although 
he may not be able to state in what key the passage is, he recognizes 
the exact intervals presented; hence he knows the relationship be--
tween the tones, and this helps him to sing the passage with 
certainty. 11 
In an experimental study, Baird2 seated all his subjects at practice 
keyboards and allowed them to finger the keys while making judgments, thus 
making use not of auditory, but of motor-visual imagery. It is interesting 
to note that the efficiency for judgment of the different tone sources 
ranked as follows: piano first, organ, flute, clarinet, and voice. 
Wheeler and Perkins3 suggest that the process of hearing tones on 
pitch must emerge from an undifferentiated preliminary grasp of an entire 
tonal range. 
1charles Hubert Farnsworth, Education Through Music (American Book 
Company, 1909), p. 86. 
2J. W. Baird, "Memory for Absolute Pitch, 11 Studies in Psychology, 
Titchner Commemorative Volume, 1917, pp. 43-78. 
3R. H. Wheeler and F. T. Perkins, Principles of Mental Development 
(New York: Thomas Y. Crowell Co., 1934), pp. 140-141. 
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"A space-frame of some sort is essential for an apprehension of 
the range, for range implies extendedness. Then the range, having 
extent, will differentiate into individuated. perceptions of tones 
having this or that pitch. In seeing individuals this space-frame 
is to some extent, at least, visual f or pitches are described as 
high, or low. The monotone is one who has failed to grasp the sig-
nificance of range, perhaps to 1see 1 it, before he attempts to judge 
the pitch of individual tones. By a judicious training in which a · 
monotone learns ranges of tones first, he can be taught to identify 
pitch correctly and to sing on pitch. The only way space relations 
can be learned is by proceeding from the whole to its parts. The 
position occupied b.Y any given object, say a table in the room, is 
always perceived in its relation to the room as a whole. There is 
no position until there is a field in which to have a position." 
In a stuqy of visual-motor imagery at the piano keyboard, Boring1 
found that his subjects could play over the score of a composition and get 
the sound of the music even though they could not hear. 11By using visual-
mot or imagery at the piano keyboard he could play over the score of his 
composi tion and thus get the sound of the music even though he could not 
hear. 11 
Sabaneev-2 finds that when music composition or creation is taking 
place, 
11 The memory, especially muscular, is needed to reproduce what 
unconsciously comes to the surface. By using motor-visual imagery 
at the keyboard Beethoven, though very deaf, could plqy over the 
score of his new composition and thus hear inwardly the sound of 
music." 
Dewe? says, 
lE. G. Boring, Psychology, ! Factual Textbook (New York: John Vliley 
, & Sons, 1935), p. 237. 
2L. Sab~eev, 11The Psychology of the Musico-Creative Process,u 
Psyche, XXXIII, 1928, pp. 37-54. 
3John Dewey, Art~ Experience (New York: Minton, Balch & Co., 1934), 
p. 98. 
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11 To tb..ink of auditory imagery as a thing apart has been shown 
to be wrong. The motor-visual aspect cannot be severed from the 
memory-life of an individual without seriously damaging his efficiency 
in tonal thinking. If there is to be tonal thinld..ng it must be 
facilitated by motor~visual imagery, just as the expert performer 
'fingers 1 music while engaged in reading a score. tt 
From the developmental point of view Gaston1 writes, 
"It has been shown that man 1 s hand and his environment have been 
more dominant than his ear. Man 1.s progress in music is told by his 
progress in instruu1ent building ••• Until fixed tones existed in a 
space pattern there Vlere no systems of music. 11 
The v'iew that all musical thinking is through a motor-experience and 
that "thinking through one's piano fingers furnishes the most effective 
and useful association yet provided by an instrumental experience" is 
discussed by Norton.2 Used consciously at first as a means of reference, 
"it comes to be a subconscious assistance of remarkable force." 
Murseu3 finds, 
110ur awareness of pitch depends on a fine selective organic 
responsiveness to differences in vibrational frequence. But this 
responsiveness is by no means confined to the ear alone. It is 
characteristic of the entire nervous system. This is a most impor-
tant point and differs sharply from the ordinary contention that 
pitch discrimination depends on the action of the ear." 
The need for a response of the entire organism and not, as had been 
previously supposed, the ear alone, is noted by Wheeler and Perkins4 when 
lE. Thayer Gaston, 11A Study of Several Factors in Tonal Thinking" 
(Unpublished master's thesis, University of Kansas, Lawrence, 1938), p. 86. 
2Alma M. Norton, Teaching School Music (Los Angeles, California: 
C. C. Crawford, University of Southern California, 1939), p. 227. 
3James L. Mursell, The Psychology of Music (New York: W. W. Norton 
& Co., Inc., 1937), p. 72. · 
4wheeler and . Perkins, .£12.• cit., p. 147. 
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they say, 
,.---
1 
"The organism responds as a whole even to so-called isolated 
stimulations impinging separately upon the nervous system through 
the eye, ear, and other organs of sense. The ear is a necessary but 
not sufficient condition for hearing. The ear, alone, does not de-
termine what the nature of the auditory experience will be. A 
field of experience and a total nervous system are also necessary." 
Later they say, 
"Because objects have been presented to one of the so-called 
senses, s~ hearing, is no guarantee that the child's awareness of 
the object will involve only auditory processes. The meaning of the 
object will not be apprehended until it is perceive~in the light of 
a total situation with the aid of the other senses. 11 
As a swnmation, Wheeler and Perkins2 point out that the process of 
hearing tones on pitch must emerge from an undifferentiated preliminary 
grasp of the entire tonal range. "A space-frame of some sort is essential 
for an apprehension of the range." 
As Jeans.3 writes, "In the last resort our scales have their origins 
in the limitations of our hands. 11 
Densmore4 explains the effect of instruments on melody when it is 
shown that, "Regional peculiarities of the singing of the Indians depends 
upon the materials available for the manufacture of musical instruments." 
A negative approach to ear training is suggested by Ferguson5 when 
lwheeler and Perkins, ~· cit., pp. 26-529. 
2Ibid., pp. x-529 • 
.3James Jeans,Science and Music (New York: Macmillan, 19.37), pp. x-258. 
4r. Densmore, "Peculiarities in the Singing of the American Indians," 
American Anthropologist, XXXII, 1930, pp. 651-660. 
5
nonald N. Ferguson, History of Musical Thought (New York: F. s. 
Crofts and Co., 1935), pp. x-563. 
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he says, 
11 The mechanical organization of tones was first developed and 
then the hearing apparatus accepted the tones thus produced . The ear 
has no choice but to submit to the brain every sotmd impulse which 
strikes upon the ear. Our attitude toward music is a habit of 
thought, the result of our observing and relating tones • 11 
For economy of time and precision of achievement , Seashore1 finds that 
aids may be used to great advruffiage particularly to facilitate the acquisi-
tion of musical skills . Among such aids are visual projection or quantita-
tive indication by instrument of pitch, intensity, time, and timbre at the 
moment the tone is produced. 
In a study on motor-vj_sual imagery covering s orne 500 bibliographical 
items, Gaston2 found that: 
11Not one instance of assumed or near absolute pitch was found 
where there had not been previous experience of motor-visual images . 
Without exception there was always experience with a space-frame 
previous to the ability to judge pitch relatively, while absolute 
pitch judgments seem yet more dependent upon such experience." 
The implications of this study pertinent to music education seem to be the 
following: 
1 . Children will not learn to think tonally in an approved fashion, 
if at all, if they are given no tools for the production of motor-visual 
I imagery . 
1· 2 . They will need to be provided with opportUnity and experience in 
i 
I 
i 
I 
. \ 
an environment rich in motor-visual imagery stimulants . 
3 . They will need to have a chance to integrate the senses by
1
means 
.- t''Q ~~""' 
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lcarl E. Seashore, 11The Psychology of Music , " Music Educators' 
Journal, 23:24-26, May, 1936. 
2E. Thayer Gaston, 11Motor-Visual Imagery in Tonal Thinking, " Music 
Educators • Journal, January , 1940 , pp. 23, 81 • 
of a space-frame. 
4. This space-frame should match their maturation level in complexity 
of manipulation. 
Seashore1 sums up the general modern point of view when he writes, 
"The psychology of music is ultimately not a thing in itself. 
In employing a technique peculiar to that field, one must fall back 
upon a general grounding in psychology. After all, the laws of 
sensation, perception, learning, thinking, feeling and action in 
general need only be specifically adapted to the demands of the 
musical situation." 
Research in Relation to Music Reading Readiness ~ K3Yboard Experience 
One of the basic purposes of American public school education is to 
eliminate illiteracy. This implies among a great many other things that 
it is the function of the school to provide fundamental understandings, 
knowledges, appreciations, and skills in areas such as language, math-
ematics, and today, music. 
The history of music in the public schools shows that music reading 
was a problem form the very earliest days. 
"Music became in fact as well as in name a school subject, 
and how to teach music reading became the paramount question of 
the age. It was in fact the first problem which school music set 
itself seriously to solve. 11 2 
There have been a great many studies to help determine what factors 
of background, experience, and physical maturation are involved in learn-
ing to read for general book reading. While a line of music score is far 
more complex than a line of printing, studies of eye movements in book 
lcarl E. Seashore, .2£• cit., p. 23. 
~. B. Birge, £12.• cit., p. ll3. 
reading reveal much to apply to music reading. 
Woodworth1 found that the piano score is enough like printed matter 
for us to infer that the reading of it, too, is done in fixation pauses. 
But because of the height of the grand staff, a new problem is introduced: 
the eyes cannot move along on a horizontal line, since the field of clear 
vision is. only one half to two thirds of an inch and the grand staff is 
from an inch to an inch and a half high. The eyes need not see the whole 
extent of both staves when 'the distribution of notes is close or there are 
rests in one staff. The fixation of the eyes is sometimes on the upper 
and sometimes on the lower staff-on whichever has the more complicated 
pattern of notes. 
Reading aloud is more similar to reading the piano score than silent 
reading because here the eyes are ahead of the physical performance. In 
the case of oral reading, the eyes can be ahead of the word being pro-
nounced by as much as eight words for a rapid reader in easily comprehended 
material, but may fall back to meet the spoken word in passages which are 
unclear to him. 2 Since this eye-voice span can be extended beyond the 
fields of even indirect vision, another factor is probably involved, that 
of momentary memory. In the sight reading of piano music, the eye-hand 
span is from two to a limit of eight notes 1 depending on the complexity of 
the material. 
lRobert s. Woodworth, EJSP€rimental Psychology (New York: Henry Holt 
and Co., 1938), p. 715. 
2woodworth, ££• ~., p. 730. 
Wheelvrright1 recognizes that there is a need for 11 readinessll which all 
other areas of the elementary school have long since come to recognize. He 
says, 11 The development of music reading ability is essentially a process of 
developing musicianship with subsequent practice (in music) in the recog-
nition of symbol patterns. 11 
Reading readiness proved to be an important consideration in music 
teaching as in reading language in the first grade. Functional reading 
ability involved phrase-wise reading, harmonic recognition, grasp of 
general melodic shape, and recognition of sequence, repetition, and con-
trast. Working acquaintance with these skills and insights before the 
symbols were presented was a necessary preparation for music reading, as 
practice in speech is a normal and necessary preparation for language 
d . 2 rea lllg. 
Burrows writes: 3 
The approach to reading must be along the same psychologically 
sound basis as the modern teaching of reading language, Working with 
whole units of music down to small details and back again to the 
whole, children can be taught to go through well-planned steps lead-
ing from rote to note. Carefully organized reading drills on details 
of notation have a proper place in this procedure, but every drill 
begins with a piece of music, and is closely related to the process 
of playing a musical munber. Materials must be employed which lead 
through growth to more growth." 
lLorin Wheelwright, 11Music Reading in the Elementary School, 11 
Education, May, 1939. 
~arjorie T. Sellers, "A Study of Creative Class Piano at Fourth 
Grade Level" (Unpublished master's thesis, University of Southern 
California, 1950). 
3aaymond Burro,~, Piano in School (Chicago: Music Educators National 
Conference, 1952). 
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From this it can be seen that in music reading, as well as in hook 
reading, typing, and telegraphy, skill depends on perception or compre-
. 
hension of the material. What factors of background and experience aid 
perception in music reading? General physical efficiency, kinaesthetic 
ability, and intelligence naturally have some bearing. But more important 
is experience with music--hearing it, singing it, dancing to it. 
These, then, seem to Hinga1 to be the musical outcomes of the pre-
reading period: a feeling for key center, a feeling for the flow of 
melody, a feeling for simple form and design (how a song is put together), 
a feeling for basic beat in music, an appreciation of emotional and inter-
pretive quality of music, the ability to sing, to have experience in making 
music, to find emotional release through music, to have a good time through 
music, to arrive at the point where a new independence through notation is 
an easy and natural step. 
From the musical point of view, Burrows2 relates his findings to 
keyboard teaching: 
"Keeping t .he eye on the page, grasping groups of notes at a 
time, reading by harmonic units, whether the music is in chord style 
or whether a chord pattern is presented melodically, recognizing 
repetitions and partial repetitions, recognizing sequences and 
modified sequences, noting the direction of the melody up or down 
and the relative direction of various melodies in parallel, contrary, 
or oblique motion, recognizing a distance in step-wise progression, 
paying attention to expressive devices in the first performance, and 
thinking musically rather than mathematically, are all aspects of 
good reading. These habits, strangely enough, may be begun in the 
lHoward N. Hinga, "Music Reading Readiness," The Music Journal, Vol. 5, 
July-August, 1947, p. 35. 
~aymond BuiTows, "Piano Teaching Down to Earth, 11 Music Educators• 
Journal, October, 1939, -P. 20. 
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very first work where rote is the procedure and the printed page is 
entirely absent. They are carried through and emphasized when the 
class turns to observation pieces. The teacher insures the correct 
formation of these habits when he carries the reading through the 
supervised stuqy of new pieces approached from the printed page, and 
the pupil continues their application in independent reading which 
he carries on at home without instructional help.u 
Along with memory, inference increases the eye-hand span. Kwalwasserl 
points out that good sight readers feel enough familiarity with harmonic 
idiom to continue to play, even though the page is not turned quiclr..ly 
enough for them. 
Also significant for developing music reading skill is the fact that 
skill in typing and telegraphy is not built up habit by habit, but by a 
more or less simultaneous perfecting of several habits.2 
Although the ear is the most musical of the three senses, the eye and 
the touch are also helpful in memorizing. Students must think wholes and 
parts visually as the:. music appears on the printed page or on the piano 
end tactually as it lies under their fingers. 3 
The piano, because it is a pitch instrument, offers the best and the 
easiest way of acquainting children with pitch and tonal relationships. 
Singing and playing tones will help develop a 11listening ear" which will 
help the "out-of-tune" child to sing on pitch. 
lJacob Kwalwasser, Problems in Public School Music (New York: 
M. Witmark & Sons, 1932), p. 82. --
~. S. and F. R. Robinson, Reading in General Psychology (Chicago: 
University of Chicago Press, 1923), p. 120. 
3aaymond Burrows, "Piano Teaching Down to Earth, 11 Music Educators 1 
Journal, October, 1939, .p. 20~ Vol. 26. 
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Singing and playing will extend the knowledge of music and serve as 
another means of making music more enjoyable. There are psychological and 
physiological reasons why the combination of singing and playing is bene-
ficial.1 
Singing in the general music class does not indicate every child will 
become a fine singer. The provision of classroom singing does mean, 
however, that every child has an equal opportunity of experiencing the 
pleasure of making music and of learning something about it. Keyboard ex-
perience does not train the child in the specific techniques of piano 
playing, but leads him to explore the possibilities of the piano. Key-
board experience used by the classroom teacher, as a means of teaching 
pitch, rhythm, and music reading, paves the way for the instrumental and 
vocal specialists to develop special skills.2 
Perhaps the greatest contribution to song singing, says Burrows,3 
is the development of reading skill. Even the slowest child in a normal 
group can learn to read through a keyboard approach. Music reading greatly 
extends the possibilities of a singing repertory, and becomes almost in-
dispensable when part singing is initiated. 
''Whether the piano is used as an aid in the general music class, 
or whether the fundamentals of music are incorporated in the piano 
class, the keyboard provides a means of learning to read and make 
music in a practical way. For every child, it affords the easiest 
1Fay Templeton Frisch, "Keyboard Experience and Class Piano Teaching," 
Music Educators Journal, January, 1954, p. 25. 
2Ibid., p. 26. 
3
aaymond Burrows, "What is KEYBOARD EXPERIENCE?" The School Musician, 
April, 1951, p. 26. Vol. 22. 
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and almost the only effective means of applying and experimenting 
with all of the essential elements in music: meloQy, harmony, and 
rhythm. A firm music foundation is laid for every child, upon which 
vocational as well as avocational interests may be developed.ttl 
The vast number of problems which are inherent in learning to read 
music are listed in detail by Wheelwright: 2 
A. Factors of native endowment 
1. General intelligence 
2. Musical talerrt 
B. Factors of education 
1. Environmental background (attitude, mind-set, etc.) 
2. Experience with musical symbols 
a. Extensiveness 
b. Intensiveness 
3. Habits and skills of perception 
a. Pitch 
b. Rhythm 
c. Harmony 
d. Form 
e. Tone color 
4. Skill in producing music 
a. Performance technique 
C. Factors of visual efficiency 
1. Acuity (binocular, monocular) 
2. Muscle balance (lateral and vertical) 
3. Fusion (macular and peripheral) 
4. Depth perception 
5. Emmetropia 
D. General physical efficiency 
1. Sensitivity to stimuli 
2. Rate ~f fatigu~ 
E. Age 
1. Maturation 
F. Sex 
II. Concommitant muscular activity 
A. Vocal control 
B. Bowing 
C. Fingering 
D. Pedaling 
E. Other activities 
~aymond Burrows, '!What is KEY:OOARD EXPERIENCE?" The School Musician, 
April, 1951, p. 26. 
2Lorin E. Wheelwright, An Experimental St ud.y of ~ Perceptibility 
and Spacing of Music Symbols-rTeachers College Contributions to Education, 
New York: Teachers College, Columbia University, 1939). 
. ( 
III. Typographical factors influencing reading efficiency 
A. Size of print 
B. Type face 
C. Length of line 
D. Contrast-brightness of print and background 
E. Spacing and grouping of symbols 
F. Use of clefs 
G. Use of multiple staffs 
H • Use of vocal text 
IV. Reading distance 
A. Vocal score (about 12 inches from eyes) 
B. Piano score (about 24 inches from eyes) 
C. Orchestral score (about 24 to 60 inches from eyes) 
D. Band score (about 10 to 48 inches from eyes) 
E. Conductor's score (about 24 to 40 inches from eyes) 
Just as in general reading, there are additional phases of readiness 
in music reading to be considered. Adams, Gray, and Reese1 ask: 
1. Are the child's eyes sufficiently mature for reading? 
2. Is the child's hearing normal? 
3. Is the child socially adjusted well enough to read? 
4. Is the child independent in solving simple problems? 
5. Does the child have the ability to see likeness and differences? 
. 
A technical application of these problems to music suggests: 
1. Delaying the actual beginning of music reading until the teacher 
senses that all but the more extreme laggards are ready for it. This 
would probably be in the third or fourth grade. 
2. Having a readiness program during the early school years which 
would give the child so many experiences that reading would come as a 
natural outgrowth. 
3. Creating a purpose and a feeling of value for music reading by 
using an instrumental approach. 
lFa:y Adams, Lillian Gray, and Dora Re.ese, Teaching Children to Read 
(New York: The Ronald Press Co., 1949), p. 127. 
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This last point is so essential that these writers1 present their 
views as a possible means of meeting the problem. It appears that singing 
alone is not sufficient to create the necessary feeling of need and desire 
for music reading. 
Keyboard experience teaches the children the rudiments of piano play-
ing, thus making the piano a springboard for increasingly satisfactory 
musical experiences. These keyboard experiences can be started in the 
third or fourth grade, depending upon the readiness of the children, with 
continued experiences during the higher grades if possible. 2 
Work at the keyboard takes a minimum of the attention to detail which 
many instruments require, consequently leaving the child free to concen-
trate entirely on music reading at the earlier stages. Such detail per-
taining to a strictly instrumental activity would include preparing .the 
instrument for playing, which in most cases would involve the tuning of 
the instrument. This takes precious time and, moreover, is difficult and 
discouraging for many beginners. Another of these details is the teaching 
of the correct manner of holding the instrument, etc.3 
One advantage mentioned earlier is that the child has many experiences 
in both clefs, consequently preparing the eyes for an easy transition, so 
far as the reading of the music is concerned, to music written in the bass 
cle£.4 
1charles H. Hansford and Tempie Harris Hansford, 11Are We Keeping up in 
Music Reading?" Music Educators Journal, January, 1954, p. 29, Vol. 40. 
2Ibid., p. 30. 
3rbid., p. 30. 
4rbid., p. 30. 
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Keyboard experiences can be extremely important in the establishment 
of purpose for music reading. With readiness for it previously established 
by many different musical experiences, it can be a sequential, well-planned 
program that can provide the bass clef music reading readiness for the 
changing and changed voice. Furthermore, it can be a forerunner to a 
highly successful instrumental program for both grades and high schoo1.1 
Implications for Note-Reading 
2 Sellers' study found that melodic shape and design gained meaning 
and consequent precision for the child as he pl~ed rote songs on the 
piano keyboard. The steps and skips emerged with tangible clearness be-
cause the child found them on the keys of the piano. As a result of ex-
perimenting with broken chords in functional harmony, he realized that a 
melody line normally moves either in scale steps or within the tones of a 
chord. His lessons in creative melody enlightened him in this matter. 
The many-keyed approach prepared him to manipulate all tonalities without 
fear of sharps and flats. 
Through keyboard experience, problems of rhythmic structure with its 
interwoven patterns emerge gradually in the child's consciousness. By 
experimenting with many rhythmic styles kinaesthetically, the beginner be-
comes aware of the interpretative values of various rhythmic styles. The 
child anticipates the steady tread of a march in *meter, the lilt of a 
boat song in~' or the graceful sway of a waltz through actual experience. 
lHansford and Hansford, ££• cit., p. 30. 
2Marjorie T. Sellers, ££• cit., p. ll6. 
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The child develops a background of musical experience to aid him in the 
complex process of learning to "hear with his eyes and see with his ears·" 
By motor activity, he becomes aware of basic beat, the life-giving 
pulse which is invisible on the printed page. After swaying to it, tapping, 
clapping, chording, and pedaling it, his need for basic beat becomes part 
of his system. 
1 Burrows reports that: 
"The punctuation of music, i.e. phrasing, gained meaning from 
the first class piano keyboard session. The class learned to recog-
nize, qy ear, the sequence, repetition and contrast in phrases. 
These principles emerged more clearly later in the creative melody 
lessons. Recognition of phrase form by ear resulted in the ability 
to sc.an the songs in music books. The pupils noticed that this 
phrase was (1) exactly like that one, (2) just the same only a little 
higher, or (3) entirely different. 
"The very fact of playing in ensemble led children into the 
habit of phrase-wise reading, rather than an unmusical note by note 
procedure. 
"By harmonizing many songs in many keys the keyboard classes 
learned that three basic harmonies were enough for most melodies. 
Experience in class revealed that pupils would scan a new piece, 
looking for the harmonic progressions, briefly trying the chords, 
then turn undivided attention to the new melody, confident that the 
chords could play themselves. The notes did not have to be read 
separately. A group of notes was read at a glance and identified 
as a tonic, dominant of s ubdominant figure. 
"In terms of Eurhythmics, how much body activity will find its 
way into the piano class will depend in part on whether the children 
are receiving adequate instruction in Dalcroze or other rhythmic 
activity in the schools. There should be, however, enough attention 
to body expression so that each child will have a realization that 
all music is felt vlith his entire body. The ability to demonstrate 
simple rhythms and to indicate dynamic expressiveness through the 
body should be an integral part of this activity." 
1Raymond Burrows, 11Piano Teaching Down to Earth, 11 Music Educators • 
Journal, October, 1939, 26:20-21. 
The typical class demonstrates that music is felt as song, and will 
increase the singing repertory by the large portion of piano numbers which 
. .1 1 are pr~r~ y songs. 
Procedures for the use of keyboard experience :in the cl assroom have 
been adapted from class piano techniques. 
The single classroom piano is used in rotation by one to three chil-
dren at a time. For some activities, as many as four or five children use 
the same instrument, with the next group watching closely while waiting for 
a turn. It is frequently possible to borrow a second piano from an ad-
jacent classroom, thus doubling the number of children who can play during 
each turn. Accordingly, the elementary class in keyboard experience gives 
each pupil in a class several opportunities at the piano during a lesson 
period. 
A four-octave cardboard facsimile of the piano is in front of the room 
for demonstration by the teacher and individual pupils. Similar keyboards 
are on each pupil's desk. Keyboards are transferred from room to room, and 
last for years. The schoolroom blackboard is in constant use. The text 
may be simply the class song book, or it may be one of the new texts de-
signed for piano instruction in relation to schoolroom music. Some series 
provide one book for the lesson in class, and another for writing and play-
2 ing between lessons. 
lRaymond Burrows, "Piano Teaching Dovm to Earth, 11 Music Educators 
Journal, October, 1939. 
2Raymond Burrovts, 11What is KEYBOARD EXPERIENCE? 11 The School Musician, 
April, 1951, p. 26. 
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Procedures used in a specific school situation are described by 
Burrows1 to show how the experiences in functional music at this level con-
tribute to the following objectives. 
ttPersonality growth is an important aspect of keyboard experience 
activity. Shy, inhibited children have been observed to develop a 
sense of morale by learning to play chords for class singing. Ag-
gressive children have learned to cooperate by the experience of 
working with the group in piano ensemble. 11 
The awareness of interpretative values is developed from the first 
lesson. If the class is encouraged to listen to every phrase that is 
played, the pupils quickly waken to the charm of dynamic shading.2 
The clarity of rhythmic structure is an important result of functional 
harmony. The children learn to play chord progressions on the basic beat 
and to synchronize the melodic movement with this vital pulse.3 
Insight into tonality grows as the pupils play basic harmonies in all 
keys and both major and minor modes at the beginning. 4 
Initiative and discrimination in playing accompaniments for many 
melodies is stimulated by these class activities. The children experiment 
at home with familiar songs~ Functional harmony becomes a useful musical 
tool to take away from the classroom.5 
6 Burrows lists ways in which keyboard experience can assist as a basic 
lRaymond Burrows, 11What is KEYBOARD EXPERIENCE?" The School Musician, 
April, 1951, p. 26. 
2Ibid., p. 26. 
3Ibid., p. 26. 
4Ibid., p. 26. 
5Marjorie T. Sellers, ££• cit., pp. 92-93. 
6Burrmw, ££• cit., p. 27. 
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teaching aid the schoolroom situation: 
11 . It gives the grade teacher confidence that all children can 
learn an instrument. 
2. It awakens the child's desire to play an instrument. 
3. It gives satisfaction in solo performance at home and in 
school. 
4. It provides accompaniment for the playing of other instru-
ments . This is especially important vrhen the child's later experience 
is chiefly in band or orchestras and he feels the need of some satis-
factory combination in which he can play at home. 
5. It enables the teacher to discover talent. 
6. It establishes reading facility which will greatly accelerate 
the learning of other instruments, and which will save time in, and 
improve the quality of, the orchestra or band rehearsal. II 
Research in Relation to Keyboard Experience 
From the vast body of research in this area there seems little doubt 
but that a need for the utilization of keyboard experience in public school 
vocal music classes has long been evident. 
Follmving is listed some of the direct research in this area: 
1
1 The classroom piano keyboard activity was introduced by Mabelle Glenn 
1! in the schools of Kansas City a quarter of a century ago, and has been 
I 
I 
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tried in various parts of the country since. In most cases, it is evident 
that keyboard instruction to a large class should not stress piano per-
forming skill as much as a knowledge of the keyboard which will whet the 
appetite for more specific music study, and which will make a substantial 
contribution to the school program in general music. It is accordingly 
helpful to our thinking if this type of school piano instruction is called 
"KEYBOARD EXPERIENCE". l 
Pitts2 notes the increase in use of the keyboard in vocal classes: 
1 Burrows, .!2£• cit., p. 6. 
2Lilla Belle Pitts, The Music Curriculum in~ Changing World (New 
York: Silye:r_Burde..,tt C_g., ],94~ ___ _ 
11 The old-time music lesson which was limited chiefly to rote 
singing and note reading is disappearing, and in its place we find a 
much broader, more flexible program in operation. Listed among the 
many types of interesting musical activities which we find going on 
in the elementar.y classrooms of the more progressive schools is the 
experimentations in melody and harmony at the piano keyboard. 11 
The piano is the only instrument (with the exception of the organ and 
harp) through which may be expressed all three major elements in music, 
namely, rhythm, melody, and harmony. It is by far the most popular musical 
instrument of modern times, and the most widely used in the home, a con-
dition likely to continue irrespective of the increase in the mechanical 
means of producing music. The place of the instrument in the home fur-
nishes an important reason in itself for its study and use in the schools. 
Pitch difficulties are minimized through keyboard use. Since the 
spatial sense of the keyboard helps develop the idea of direction and shape 
in a meloqy, many musical children are thus helped to develop a fine sense 
of pitch at an early age, and even those who seem to be musically deficient 
are often taught to sing in tune. It is gratifying to note that so-called 
"monotones" or "low voices" tend to disappear when keyboard experience 
supports the class singing. 
1 Burrows notes "that elements which make for musicianly singing are 
also aided by keyboard experience. Phrasing, tone quality, shading, and a 
structural sense of melodic line can all be presented and emphasized in 
the proper setting." 
2 Sellers' study found that the possibilities of musical experience for 
1Burrows, El?.• cit., p. 26. 
~arjorie T. Sellers, 11 Basic Music Study Through Piano Gomes to 
Phoenix, Arizona, 11 Traveling the Circuit with Piano Classes (Chicago: 
Music Educators National Conference, 1951;:--
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children in class keyboard experience are unlimited, and that programs can 
be varied to adapt to any situation. 
11 If Looby-Loo is introduced as a singing game, first-year piano 
pupils can play a simple accompaniment for it,, using tonic and 
dominant seventh chords. When the subdominant is added, Oh, Susanna 
is easy. After that come Good Night Ladies and countless songs from 
any general music book. The children are making music without 
realizing that they are taking music lessons • 11 
1 Mursell and Glenn state that: 
"There is no doubt that the piano keyboard has educat.ional pos-
sibilities that our schools have not yet realized. One should re-
member that actual experimentation on a real instrument is enormously 
better in every wa:y than problemizing with a keyboard diagram which 
may be a geometrical rather than a musical agency ••• The advantages 
of the pianistic approach (to tonal relationship) are these: the 
keyboard is a complete graphic representation of . tonal relationship, 
including accidentals; it represents everything directly where the 
sol-fa and kindred systems represent tone only conventionally; its use 
direct~ enlarges the pupil 1s musical experience through music making 
in another medium." 
Keyboard experience is basic music education introducing clefs both 
1 bass and treble, relative values, intervals, scales, and chovds. It brings 
a broad program of activities, including singing, body response to music, 
creative work, technical and interpretative development, music reading, 
1 and functional use of music fundamentals. 
The program of keyboard experience would teach fundamentals and is for 
a basic music education utilizing keyboard instruction as an aid to carry 
over into any later phase of music the student might desire, consonant with 
his personal wishes and talents. 
11The student in the keyboard group has fun and learns at the 
same time, ·which is due to the feeling of social consciousness of 
the class, the material presented in song form and methods of modern 
1James L. Mursell and Mabelle Glenn, The Psychology of School Music 
Teaching (New York: Silver Burdett and Company, 1931), p. 167. 
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pedagogy. It has been said that the highest function of the teacher 
consists not so much in imparting knowledge as in stimulating the 
pupil in its love and pursuit. The teaching in classes by modern 
methods tends to do this in every way .ul 
In relating the piano to the band. and ~rchestra, Dykema2 finds that: 
nrt stands midway between the simple percussion instruments, 
which should precede it, and the more difficult melodic instruments 
of the band and orchestra, plqying upon which is greatly facilitated 
if piano instruction has preceded them. 11 
"Keyboard experience, then, is of vital significance as one of 
the areas of music instruction in our schools. While it is important 
for its own sake, it has a major contribution to make to the entire 
scheme of music education through song singing, list~ning, rhythmic 
activities, creative music, and instrumental music. 11 
Krongard4 writes that the piano keyboard must serve as a medium ••• 
first lessons must be music lessons, spent in developing ear, rhythm, 
' background. 
"More singing, more marching, and other body activity to rhythm, 
more listening, more playing by ear, more early sight reading, more 
expression of things familiar to John, will preserve the artistic 
spark with which he comes to you. 11 
"Great strides are being made in creating a learning situation 
where .the teaching of piano for use with children is what it should 
be--a creative experience in itself, full of opportunities for 
self-expression, for joyous discovery, and for emotional release. 115 
lRalph A. Pixley, ''Keyboard Experience, 11 The School Musician, 
September, 1951, pp. 17, 29. 
~eter W. Dykema, 11 The Relation of Piano Class Instruction to the 
Rest of the Instrumental Program in the Public Schools, 11 Book of 
Proceedings, Music Supervisors' National Conference, 1932-;pp.l88-189. 
3Burrows, .£E.. cit. , p. 2f/.. 
4Hyman I. Krongard, 1!.f5_ano Lessons for John Smith, 11 Music Educators 
Journal, February-March, 1~48, 34:28-29, 1952. 
5J. Curtis Shake and James A. Smith, 11Giving Teachers in Training 
Confidence at the Piano," The Elementary School Journal, 1951-1952, p. 526. 
., 
. t' k; 
The public school piano keyboard class seeks to do for education in 
this field what the public school does for education in general. It aims 
to teach the fundamentals and give a sufficient degree of mastery for self-
expression in the easier grades of music, maintaining artistic standards 
throughout. This includes the making of simple accompaniments, a certain 
ability in sight reading, and a well-trained ear. The tremendous help 
these accomplishments can give to school vocal music is readily apparent. 
In addition, the piano class serves to discover talent, one of the 
most important functions of all education.1 
The piano class aiming at a goal outside of piano playing itself will 
have a modified curriculum in keeping with the goal setup. For instance, 
classes organized for the simplification of music reading stuqy for other 
school music classes will emphasize the reading approach. 2 
Hinga3 notes a motivational aspect of keyboard experience: 
trMost of all, children like to make music with their hands. 
They are fascinated with the xylophone, a set of meloqy bells, and 
the piano keyboard. Making music may consist of producing a simple 
known song or making a new one. The question almost always arises, 
'How shall I write it down, so I can remember it?' This may be a 
bridge to first simple notation. Making new tunes is the most de-
lightful of all creative activities." 
Frisch4 writes, 11The function, then, of the piano class is to present 
~eport of Subcommittee on Class Piano Instruction, Journal of Pro-
ceedings, Music ·supervisors National Conference, 1928, p. 327. -- ---
2Burrows, .2£• cit., p. 59. 
3Howard N. Hinga, £R• cit., p. 35. 
4Fay Templeton Frisch, "Calling All Piano Teachers" (Chicago: Music 
Educators' National Conference, 1949), p. 4. 
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fundamentals with the piano as the medium. 11 
In terms of making provision for individual differences, Crowder1 
writes: 
"The average child who studies music, in any form, has little 
chance of becoming a great virtuoso. The first objectives are music 
reading and acquiring skill which will permit the making of music. 
The piano gives a child a complete experience involving the elements 
of music. Group instruction in the school provides a convenient 
routine for learning, and a social experience which enhances and 
supplements the subject matter. Group piano instruction not only 
lays a firm foundation for advanced musical experience, but also 
helps to develop personality through self-expression and contributes 
to the emotional and social developmsnt of every child." 
2 Normann notes that keyboard experience is a basic pre-instrumental 
activity and that: 
11In a well-developed program of instrumental music, keyboard 
classes should be introduced in the second or third grade either as 
a part of the regular music lesson or by a special teacher who is a 
regular member of the teaching staff and acquainted with the music 
program in its entirety." 
The many aspects of keyboard experience are noted by Burrows:3 
11 Just as the piano can be the very center of music in the home, 
It is also a great help in the development of the many-sided program 
for music in the schools. Music reading is one skill which is funda-
mental to a rich music curriculum, but which some teachers have been 
tempted to abandon because of the difficulty of developing reading 
proficienqy for children of varying talent and background without 
endangering the enjoyment of song singing itself. Actually, there is 
no need for musical illiteracy to be any more widespread in this 
country than failure to read the English language. Because it readily 
combines the three educational senses of hearing, seeing, and touch-
ing, the piano has been a means of developing reading skill in school 
1John Crowder, "The Time Has Come," Handbook for Teaching Piano 
Classes (Chicago: Music Educators National Conference, 1952), p. 10. 
2Theodore F. Normann, Instrumental Music in the Public Schools 
(Philadelphia: Oliver Ditson Company, 1941), p--. 2~ 
3aaymond Burrows, Piano in School (Chicago: Music Educators National 
Conference, 1949), pp. 4-5. 
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classes. Even children who have been thought to be musical deficients 
have learned to read through the sense of space and direction on the 
piano." 
Because the piano keyboard presents harmony as well as meloqy, and 
because the simple fundamental chords can be learned in early lessons, the 
piano keyboard is a basic tool in the development of harmonic feeling. 
Many teachers have discovered that even young pupils can provide harmonic 
accompaniments to the song singing of the class. After one child has 
played such an accompaniment, it does not take long for each member of a 
classroom to come to the piano and play for himself the basic harmonies 
upon which a song is based. 
Children have a better sense of the music of others if they themselves 
have some experience in creating music. The piano class provides a con-
venient level to start this creative activity and to motivate creative 
efforts in the singing program. 
1 Masters suggests keyboard procedures so that all participate: 
"Class sings entire song, words and syllables. Two pupils go 
to piano, one to play and one to observe. Other pupils take places 
at xylophones and sets of bells. Pupils not at instruments remain 
seated (in a semicircle if possible), and sing as the players per-
form. As soon as this has been done satisfactorily once, the 
players shift positions. Use a rotating plan so that all class mem-
bers have opportunity to observe and play each instrument. 11 
Surrette2 writes that "even a slight capacity to play the pianoforte 
is useful and delightful provided one plays with taste and understanding, 
1Jose D. Masters, "The Creative Project Used to Teach Musical Skills," 
Music Educators Journal, May-June, 1942, p. 48. 
2Thomas Whitney Surrette, Music and Life (Boston, Massachusetts: 
Houghton, Mifflin Co., 1916), p. 53. 
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for one gets from it a certain satisfaction which mere listening does not 
give." 
As the only educational alternative to note-by-note reading is rely-
ing on musical growth through musical experience--the keyboard provides 
this experience.1 
Bishop2 writes, "Along with this enjoyment and subsequent growth of 
personality of the child we saw the fundamentals of music were being ex-
panded to a remarkable degree within a short time." Bishop3 then enumer-
ates the fundamental musical approaches to class activity that went into 
keyboard experiences. 
11 . The vocal approach to piano playing. 
2. Noticeable development to ~ through constant singing with 
the playing. 
3. Beginning by playing in several keys, leading to an early 
freedom in transposition at the keyboard. 
4. The reading of music phrasewise and intervalwise rather than 
notewise, leading to: 
5. First steps in form and anabysis: recognition of similarities 
and differences in phrases. 
6. Giving children an understanding of rhythm through bodil y 
movements." 
The children in Bishop 1s4 study had discovered the first rudiments of 
musical expression: legato, staccato--11the hot notes"-sensitiveness to 
dynamics-' 11 light as a feather 11 , and so on, through appeal to their imagina-
tion. Not the least ~ccomplishment was their ability to keep together, 
1v. J. Pratt, "Musical Growth Through Musical Experience,"~ 
Educators Journal, May-June, 1941, p. 18. 
2Dorothy Bishop, "A Remarkable Blend of Music and Human Relations," 
The School Musician, March, 1951, p. 13. 
3Ibid., p. 13. 
4rbid., p. 13. 
i.e., ensemble. 
Later Bishop1 reports that: 
11Ear training results of the singing approach were quickly 
apparent as in the case of the chap who sang a fifth unaided: in 
others who sang in thirds and felt the skips naturally, and in 
others who sang tonic tones in the cadence." 
In group work, the pupils learned to use their ears and analyze their 
classmates' performance through listening and through offering constructive 
criticism and suggestions. 
It is a generally recognized fact that instrumentalists, particularly 
those who play the piano, have a better understanding of music and are 
better sight-readers than those whose only contact is through vocal music. 
Beck2 asks: 11Would then, a keyboard experience introduced in the regular 
singing lesson and made available to every child in the class help solve 
this problem?" Her study gives an answer in the affirmative. 
All aspects of music education appear to benefit from keyboard ex-
perience. The knowledge of melody, harmony, and musical structure which 
emerges naturally through keyboard experience makes the creative composi-
tion a part of this class. Through the keyboard use many important skills 
~e developed at the same time the class is having a delightful and mean-
ingful experience.3 
According to Burrows,4 practically nobody learns to read music note 
1Dorothy Bishop, £E.. cit. , p. 14. 
2Mary Elizabeth Beck, 11 The Keyboard Approach to Reading Music Nota-
tion," Educational Music Magazine, September-october, 1938, p. 41. 
3 Burrows, £E.• cit., p. 27. 
4Ibid., p. 27. 
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by note. "There is probably less than one out of ten of the choral singers 
in the United States who pays any attention to the note-by-note reading 
procedure in learning to sing new songs. 11 
11 The old conception of building up of melodies interval by 
interval, and rhythm measure by measure, beat by beat, constitutes 
such a groveling approach to the stuqy of music that the song is 
killed in the process of learning it. This means that music lessons 
cannot be conducted in a musical atmosphere under such circumstances. 
11 The friendly relationship that normally should exist between 
children and music is not in evidence when the children are trying to 
run along ahead of themselves and learn to read notes in order to 
learn how to sing. 
"The artificial barriers that this note-by-note reading procedure 
places between the children and music constitutes a millstone around 
the neck of vocal music in the schools and, there being no corre-
sponding artificial barrier in instrumental music, the music program 
is thrown out of balance. 111 
Keyboard procedure 11enabled children to master new problems more 
readily since they were hearing, over and over, each classmate play 
what they themselves played during the drill, she was impressed by 
the effectiveness of this drill at one piano with children moving in 
a circle to the keyboard. 
"Noteworthy was the high degree of attention and interest dis-
played by the children when the drill and recitation were varied in 
these ways: 
1. One child playing with other children alerted to take over 
the playing at whatever point in the music they were called upon. 
2. Rhythmic activity combined with playing: as for instance, 
a group of children carrying out rhythms upon percussion instruments 
as others played. 
3. Constantly changing activity to avoid monotony. 
· 4. The children watching their own music as the teacher demon-
strated to one child or as she corrected one student 1 s playing. 112 
lBurrows, E.E• cit., p. 28. 
2Ibid., p. 28. 
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In attempting to find a vehicle for the more effective teaching of 
vocal music in the elementary grades, a number of known basic factors were 
taken into consideration. What means can be provided for the organization 
of our materials so that basic motor and auditory imagery can be effec-
tively utilized in the teaching of elementary school vocal music and in 
particular to enhance the vocal music program? What vehicle can be 
utilized to provide motivating activity toward the learning of basic music 
skills more effectively than in the past that has a possibility for "carry-
over" into the home, community, and general music activities of the child's 
social life? 
Because of the enormous amount of research pointing directlyat the 
need for the use of the pianoforte keyboard as a basis in music education, 
1 it was decided that this stuqy ·should concern itself with an investigation 
into the possibilities of the use of the keyboard as a basic tool in 
teaching general vocal music in the elementary school classrooms; to 
utilize the space-frame of the pianoforte keyboard as a music reading 
readiness vehicle and to teach some basic skills in music education; and 
to investigate the use of keyboard instrumental activity in day-to-day 
classroom use to help stimulate and increase the enjoyment, desire, and 
ability of children to participate in musical activities without establish-
ing psychological, emotional, and other blocks which are usually a part of 
the strictly technical-based approach. · 
-=- -===--=--
CHAPTER II 
PLAN OF THE EXPERIMENT 
This study was to help determine whether the use of the keyboard and 
piano class techniques for all children would contribute positively to 
general music development through the five areas of activity in a well-
balanced music curriculum, i.e., singing, listening, rhythmic, creative, 
and instrumental activities. 
Music reading is one skill which is desirable in a rich music pro-
gram, but the difficulty of developing reading proficiency for children of 
varying interests, motivations, and talents without endangering the enjoy-
ment of music and song singing is a constant problem. 
The writer obtained permission to try the experimental material in a 
city in the greater Boston area. This school system was ideally suited to 
his needs because his position as Director of Music Education gave him the 
opportunity to supervise very carefully all aspects of the study. 
The city chosen was representative of various socio-economic groups 
ranging from high socio-economic neighborhoods through middle to lovt socio-
economic status. 
The population was approximately 61,000 with a total school attendance 
of approximately 8,000 pupils. 
The experiment was carried on in all third and fourth grade class-
rooms of the school community. Thirteen hundred and four children were 
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included in the study. In Grade 3 there \Vas a total of 597 children 
divided into experimental and control groups; in Grade 4 there was a total 
of 707 children divided into control and experimental groups. In each 
elementar,y school there was at least one control and one experimental third 
grade and one control and one experimental fourth grade. 
The experiment utilized both the third and fourth grade levels because 
there is no research to indicate the best place for beginning note reading. 
It was hoped that the results of a study tried at these two levels might 
give some indication of which was the more advantageous starting point for 
the majority of children. 
It was decided to prepare two units of work, one for the control and 
one for the experimental group. In this way, it was possible to avoid any 
criticism that one group covered more theory than the other. 
The experimental lessons were fifty in number. Each lesson was 
planned for a ten-minute period. The series was to extend for ten weeks. 
The lessons for the control group were fifty in number. Again each 
lesson was planned for a ten-minute period. The series of lessons extended 
for ten weeks. In the material for the control group the writer utilized 
the vocal approach to music notation which is widely used in most public 
schools. The manual for the control group appears in the Appendix, p. 
In order to keep the choice of teachers completely random, both units 
of material were distributed to all third and fourth grade teachers at a 
meeting called for this purpose. Both sets of material were discussed and 
explained. The teachers were allowed to choose the unit they wished to 
teach. 
In offering the teachers this choice, it was believed they would do 
better work with the material in which they were most interested. A care-
ful analysis showed excellent, average, and poor teachers in both groups. 
Since this was all of the teachers in Grades 3 and 4 in a good-sized city, 
it was considered there was a fair sampling of teachers for the purpose of 
this study. 
The organization of the experimental group material was not to pro-
vide pianoforte class instruction as such. This material does not in any 
way take the place of regular pianoforte instruction. There is no attempt 
made to master the pianoforte even at the most elementary levels. The 
keyboard is used as a space-frame in order to better understand and enjoy 
music and upon which basic musical literacy skills may be organized and 
taught. 
The procedures are organized to: 
1. Help children to sing on pitch 
2. Help children to understand the concepts of: 
a. ·whole and half step inter;vals 
b. Diatonic steps 
c. Keyboard plan 
d. Construction of major scales 
e. Construction of key signatures 
J.. Help children to locate the starting tone of songs 
4. Help children to acquire a feeling for harmony 
5. Help children to understand how accompaniment enhances a meloqy 
6. Help children to learn to use Tonic, Subdominant, and Dominant 
chords as accompaniment to songs they sing. 
-==-- -
The suggested approach to the teachers of the experimental group is 
categorized in four general areas: 
1. Learning the location of notes on the piano keyboard 
2. Using the piano to give the pitch for our songs 
3. Learning to play little five-finger songs 
4. Learning to use both hands on the pianoforte to make our songs 
more interesting. 
The basic suggested procedures to the teachers of the experimental 
group are listed as follows: 
1. Students should take turns at the piano. One or more pupils should 
be at the piano at all times. 
2. The music program is a success if we avoid drill for its own sake. 
3. Teach music fundamentals only as quic.Y-..ly as the class can under-
stand and assimilate the material. Accomplishment, therefore, of the 
progress of each class will vary. 
4. Superfluous information regarding music is avoided. Teach only 
those problems that arise in the (children's) acquiring of musical ex-
perience. 
5. Most songs will be in the key of C- G- D- A- E and F, and 
Bb - Eb - Ab. It is well to confine the discussions of key signatures to 
the keys arising in the songs. 
6. Each of these lessons should utilize about 10 minutes of each 
daily scheduled 20-minute music lesson. 
?. Plan a quick review of the previous lesson (s) before going on 
each time. 
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Ear training, pitch relationship, moveable syllables, stationary 
letter names, measure signatures, relative note values, division of beat 
into parts, intervalic discrimination, etc. are the factors which are 
taught in both the experimental and control plans in order to hold the 
subject matter constant for experimental purposes. The only variable 
factor is the use of the pianoforte keyboard as a space-frame by/for the 
children in the experimental group. Teachers of both groups may or may not 
utilize the piano for their own teaching purposes at their own discretion 
as in the typical classroom situation. 
Song materials selected are from the regular texts available and in 
all cases are from the materials which the teachers would have used for 
the singing class whether an experimental project was under way or not. 
· The adaptation of the singing materials for instrumental use, i.e., piano-
forte keyboard space-frame, posed no problem in view of the fact that the 
procedures were specifically designated in the lesson plans. 
The third and fourth grade groups were used rather than either one 
because it is not known where the greatest maturation level for music 
reading readiness exists. Most traditional schools have agreed that a 
readiness eY.ists in the early part of the third grade level; on the other 
hand, there is a growing tendency to wait for a longer period of time 
before introducing music notational problems. 
Insofar as music is primarily a social activity, it is probably more 
effective to learn (to read) with the social group, if possible. On the 
other hand, research in teaching general reading in the classroom would 
seem to indicate a need for dividing the class into small groups, each 
----
reading at their ovm maturation level. 
The reading of music is particularly complicated because of the need 
for training not only in terms of horizontal line, but of vertical, 
diagonal, etc. 
Each lesson was prepared with care for introductory material, practice 
materials, and review materials. Lessons were planned for high, medium, 
and low groups (based on classroom musical achievement as determined by 
each classroom teacher.) The preparation of the lesson plans for experi-
mental group teachers and control group teachers utilized a strict control 
of class procedures, materials, and scope and sequence of curriculum. 
Lesson plans were organized so that every teacher, regardless of 
musical training and background, would find the materials easy to teach 
with actual review and other procedures carefully planned and described 
in detail. 
These lessons were presented by classroom teachers five times a week 
over a period of ten weeks under regular classroom conditions during the 
time allotted for musical instruction. The continuing program consisted 
of singing, listening, creating, instrumental, and rrzythmic activities in 
addition to the experimental progrrun. The keyboard experience lessons 
were planned as an integral part of the regular general music program. 
A Musical Aptitude Test by Whistler and Thorpe1 was selected and ad-
ministered in order to provide a diagnostic analysis of potential ability 
for learning music and to help provide comparisons among the different 
1Harvey s. Whistler and Louis P. Thorpe, Musical Aptitude Tests, 
(Series!), California Test Bureau, Hollywood, California, 1950. 
I 
groups involved in this study. This test was selected because it is based 
on real as opposed to artificial situations in music and on the presently 
accepted concepts of pitch. (See Appendix, p. 
As a preachievement test, the Providence Inventory Tests in Music by 
Butterfield and Tullyl were administered to all children of the third and 
fourth grades . Because the manual gave no indication of the reliability of 1 
11 the test, the writer computed reliability on the basis of his own adminis-
tration tl.Sing the split-halves method with the Spearman-Brovm prophecy 
I 2r.ll 2 formula: 22 
l f rM 
The reliability coefficients are given below: 
For both grades r = .89 
For grade 4 r = .88 
For grade 3 r = .86 
I.Q. scores were obtained from the California Tests of Mental Maturity 
(Short Form). The I.Q. scores, chronological ages, and grade levels were 
obtained from the cumulative record cards in each school. 
At the conclusion of the fifty lessons, the Providence Inventory Tests 
of Music were again administered as postachievement measures. 
Experimental and control groups were equated on the basis of chrono-
logical age, intelligence quotient, musical aptitude, and musical achievement. 
Since the groups were equated on the basis of four variables, it is 
assumed that any difference in music achievement which may exist at the 
conclusion of the study might be due to the experimental factor. 
r1 1Alan Butterfield and Marguerite Tully, Providence Inventory Tests in 
Music (Form A) , (World Book Company, Yonkers-on-Hudson, New York, 1932).--
J. P. Guilford, Fundamental Statistics in Psychology and Education, 
1:11 2 (New York: McGraw-Hill Book Co., 1950), p. 492. 
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CHAPTER III 
ANALYSIS OF DATA 
It was the purpose of this study to make a comparison of two pro-
cedures for teaching primary music skills in the elementary school. The 
problem was to evaluate the traditional and the keyboard experience space-
frame procedures so that basic motor and auditory imagery factors could be 
utilized most effectively in the teaching. 
The analysis of data was organized to reveal any indications as to: 
1. Which method produces the greatest gains 
2. Which grade level is to be preferred for the formal introduction 
of music reading skills 
3. Whether intelligence quotient has any influence on achievement 
4. Vfuether musical aptitude has any influence on achiev~nent 
5. Whether there are significant sex differences in growth and 
achievement. 
Initial Measures - Matching Groups 
During January, 1953 two batteries of tests were administered to 597 
children in Grade III and 707 children in Grade rJ. 
One battery of tests was the Whistler-ThorPe1 Musical Aptitude Tests, 
a validated and standardized musical aptitude measure. This test was 
1Harvey s. Whistler and Louis P. Thorpe, Musical Aptitude Tests 
(Series A), (California Test Bureau, 1950). 
- L/ "J. -
- -=== --- -- ~ -=-~~ 
selected to provide a diagnostic analysis of potential ability for learning 
music skills. The aptitude test is divided into five parts: 
1. RHYTHM RECOGNITION (10 items). 
2. PITCH RECOGNITION (10 items). 
3. MELODY RECOGNITION ( 25 items). 
4. PITCH DISCRIMINATION (15 items). 
5. ADVANCED RHYTHM RECOGNITION (15 items). 
The other battery of tests administered in January, 1953 was the 
Providence Inventory Test in Music .1 The purpose of this test was to 
measure individual differences in musical knowledge and reading skill as 
, a preachievement measure. This test is composed of ten subtests: 
1. NAMING NOTES 
2. PLACING 11D0". 
3. NAMING NDrE VALUES 
4. NAMING KEY SIGNATURES 
5. NAMING MEASURE SIGNATURES 
6. NAMING REST V A.EUES 
7. NAMING SYLLABLES (Treble Staff) 
8. NAMING MELODIES 
9. NAMING SYLLABLES (Bass Staff) 
10. NAMING SYMBOLS • 
This test was selected because it represents a sampling of items 
usually taught in the elementary school curriculum in music. 
1Alan Butterfield and Marguerite Tully, Providence InventorY Tests 
in Music (Form A), (World Book Company, 1932). 
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The two preliminary test batteries were administered to 597 children 
in Grade III and to 707 children in Grade IV. The schools were combined 
and on the basis of the tests two groups were formed of approximate equality 
II 
in musical aptitude, musical preachievement, I.Q., and chronological age. 
During the process of equating, many children were eliminated, so that all 
the statistical data are figured on the basis of 399 children in the con-
trol and experimental groups in Grade III and 325 children in the control 
and experimental groups in Grade IV. 
In Mqy , 1953 the Providence Tests were again administered as post-
achievement measures. 
From cumulative records in each school and from these tests, data 
were obtained in the following areas: 
1 . Musical aptitude 
2. Musical preachievement status 
3. I.Q. 
4. Chronological age. 
On the basis of these data, matclrlng groups of approximate equality 
1 on the variables listed above were found at the third grade level and 
again at the fourth grade level. 
-- = 
Table 1 
COMPARISON OF GRADE III CONTROL AND EXPERIMENTAL GROUPS--
CHRONOLOGICAL AGE 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 206 103.51 5.97 .41 
.12 .55 .218 
Experimental 193 103.63 5.49 .39 
Table 1 shows a comparison of Grade III control and experimental 
groups on the basis of chronological age as of January, 1953. The mean 
chronological age for the control group in Grade III is 103.51 (mos.) as 
compared with 103.63 (mos.) for the experimental group of the same grade. 
The difference of .12 in favor of the experimental group yields a critical 
ratio of .218 which is not statistically significant. 
Table 2 
COMP .ARISON OF GRADE III CONTROL AND EXPERDlENTAl. GROUPS-
INTELLIGENCE QUOTIENT 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Control 206 103.30 12.50 .87 
.35 1.28 .273 
Experimental 193 103.65 13.25 .95 
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- - ·- ==~'--------'= - ---~==~====~==== -;p"~=-=== 
Table 2 is a c~nparison of control and experimental groups in Grade III 
on the basis of I.Q. The control mean of 103.30 as compared to that of 
103.65 for the experimental group shows a difference of .35 in favor of the 
experimental group. The critical ratio of .273 is not statistically sig-
nificant. 
Table 3 
COMP .ARISON OF GRADE III CONTROL AND EXPERIMENTAL GROUPS--
MUSICAL APTITUDE 
· Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Control 206 34.30 6.30 .45 
.15 .63 .238 
Experimental 193 34.45 6.33 .45 
Table 3 is a comparison of control and experimental groups in Grade III 
on the basis of musical aptitude. The mean score for the control group on 
the Whistler-Thorpe Musical Aptitude Test is 34.30 as compared to 34.45 for 
1 the experimental group. The difference is .15 in favor of the experimental 
group. This difference yields a critical ratio of .238 which is not 
statistically significant. 
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Table 4 
COMPARISON OF GRADE III CONTROL AND EXPERIMENTAL GROUPS--
PREACHIEVEMENT 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 206 25.69 10.29 .71 
1.11 1.03 1.07 
Experimental 193 24.58 10.62 .76 
The di f f erence between the mean scores in preachievement on the 
Providence Inventory Test as of January is 1.11. This difference is in 
favor of the control group of Grade III. The ~ritical ratio of 1.07 is not 
stat ist ically significant. 
A careful study of Tables 1 through 4 shows that the control and 
experimental groups in Grade III are equal in terms of chronological age, 
in I.Q. scores, and in musical aptitude with a very slight advantage in 
favor of the experimental group. In terr~ of preachievement scores, the 
minute advantage is in favor of the control group; but these are not 
statistically significant differences, and so we may conclude that the 
experimental and control groups are approximately equal in Grade III. 
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Table 5 
COMPARISON OF GRADE IV CONTROL AND EXPERIMENTAL GROUPS-
CHRONOLOGICAL AGE 
Grouts No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 197 113.50 5.34 .38 
.27 .7 .385 
Experimental 128 113.23 6.75 .6 
Table 5 shows a comparison of control and experimental groups (Grade 4) 
on the basis of chronological age. 
The mean chronological age for the control group is 113.50 as compared 
to 113.23 for the experimental group. The difference between the means is 
.27 and yields a critical ratio of .385 which is not statistically signi-
fi"cant. 
Table 6 
COMPARISON OF GRADE IV CONTROL AND EXPERIMENTAL. GROUPS 
INTELLIGENCE QUOTIENT 
Group No. M S.D. S.EM Diff. M S E. Diff. C.R. ( T) 
Control 197 111.10 11.5 .82 
2.05 1.37 1.49 
Experimental 128 109.05 12.45 1.1 
The mean of the control group in Grade IV on the basis of I.Q. is 
111.10 compared to the mean of 109.05 for the experimental group. The 
difference in means of 2.05 in favor of the control provides a critical 
ratio of 1.49 which is not significant. 
Table 7 
COMPARISON OF (lRADE IV CONTROL AND EXPERIMENTAL GROUPS 
MUSICAL APTITUDE 
Group No. M S.D. S.E.M Diff. M S.E.Diff. 
Contol 197 36.67 6.15 .44 
Experimental 128 37.24 6.60 .54 .57 .69 
C.R. 
(T) 
.826 
The mean aptitude scores for control (Grade IV) is 36.67 and for the 
experimental group, 37.24. The difference between means is .57 yielding 
a critical ratio of .826 which is not statistically significant. 
Group 
Control 
Table 8 
COMPARISON OF GRADE IV CON'IROL AND EXPERIMENTAL GROUPS 
PREACHIEVEMENT 
No. M S.D. S.E.M Diff.M S. E. Diff. 
197 28.27 11.28 .8 
.24 1.31 
Experimental 128 . 28.51 11.82 1.04 
C. R. 
(T) 
.183 
The preachievement scores for Grade IV show a mean of 28.27 for 
control and 28.51 for experimental with a difference of .24. Resultant 
critical ratio of .183 is statistically insignificant. 
Results of the data presented in Tables 1 through 8 lend weight to 
the hypothesis that the control and experimental groups are approximately 
equal on the basis of the variables of chronological age, I.Q., musical 
aptitude, and musical preachievement. 
Tables 5 through 8 show that the control and experimental groups in 
Grade IV are equal in terms of chronological age and on the basis of I.Q. 
with a slight advantage in favor of the control group. On the basis of 
aptitude and preachievement the slight advantage favors the experimental 
group. These differences are not significant and so we may conclude that 
the experimental and control groups are approximately equal in Grade IV. 
All data presented on the following pages are computed on the basis 
of these matched groups and the four variables. 
Since, from the analysis of the preliminary data, the groups are 
assumed to be equal, any differences found at the close of the investigation 
----~-
can be attributed in part to the experimental factor. It was necessary, 
therefore, to establish a level at which a difference could be considered 
significant. 
Mills1 makes the following statement: 
"If a given difference between hypothetical and observed values 
would occur as a result of chance one time out of one hundred, or 
less frequently, we may say that the difference is significant. This 
means that the results are not consistent with the hypothesis we have 
set up. If the discrepancy between theor,y and observation might 
occur more frequently than one time out of one hundred solely be-
cause of the play of chance we may say the difference is not clearly 
significant. The results are not inconsistent with the hypothesis. 
The values of T (the difference between the hypothetical value and 
the observed mean, in units of the standard error of the mean) 
corresponding to a probability of 1/100 is 2.576. One hundredth 
part of the area under a normal curve lies at a distance from the 
mean, on the axis, of 2.576 standard deviations or more. Accordingly, 
tests of significance may be applied with direct reference to T, 
interpreted as a normal deviate (i.e., as a deviation from the mean 
of a normal distribution expressed in units of standard deviation). 
A value of T of 2.576 or more indicates a significant difference, 
while a value of le~s than 2.576 indicates that the results are not 
inconsistent with the hypothesis in question. 11 
In the light of the preceding information, any difference betVTeen 
the means of the control and experimental groups with a critical ratio of 
2.576 or better will be interpreted as statistically significant. 
1Frederick C. Mills, Statistical Methods, Revised (New York: 
Henry Holt and C o.mpany, 19 38) , p. 4 71. 
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Table 9 
DIFFERENCES BETVVEEN MEANS Fffi GRADE III 
CONTROL AND EXPERIMENTAL GROUPS--MAY 
Group No. M S.D. S.E.M Diff.M S. E. Diff. c. R. (T) 
Control 206 38.44 17.13 1.20 
1.88 1.45 1.29 
Experimental 193 36.56 12.78 .92 
The difference between the means for control and experimental groups 
in Grade III is 1.88. The critical ratio of 1.29 is not statistically 
significant and is in favor of the control group. 
Table 10 
GAIN FOR CONTROL GROUP GRADE III-JANUARY-MAY 
Group No. M S.D. S.E.M Diff. M S. E. Diff. c. R. ( T) 
Pre achieve-
ment 206 25.69 10.29 .71 
Postachieve- 12.75 1.15 11.086 
ment 206 38.44 17.13 .92 
An examination of Table 10 shows a difference between the means of 
12.75 which yields a critical ratio of 11.086. This critical ratio is 
statistically significant. 
Table 11 
GAIN FOR EXPERIMENTAL GROUP GRADE III--JANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S. E. Diff. c. R. (T) 
Pre achieve-
ment 193 24.58 10.62 .76 
11.98 1.18 10.152 
Post achieve-
ment 193 36.56 12.78 .92 
The growth of Grade III experimental group from preachievement scores 
to postachievement scores (January -May) shows a mean of 24.58 for pre-
achievement and 36.56 for postachievement. The mean difference is 11.98 
and a critical ratio of 10.152. This figure is statistically significant. 
Table 12 
DIFFERENCE IN GAIN FOR GRADE III 
CONTROL AND EXPERIMENTAL GROUPS- JANUARY-MAY 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
12.75 1.15 11.98 1.18 .77 1.64 .469 
The difference between the mean gains for control and experimental 
groups in Grade III on the Providence Inventory Tests is .77. The critical 
ratio .469 is not statistically significant. Therefore, though both control 
and experimental groups s hov1ed gains which were statistically significant, 
a computation of the difference in gains shows the gain in favor of the 
control group to be statistically insignificant. 
Table 13 
DIFFERENCE BETWEEN MEANS FCR GRADE IV 
CONTROL AND EXPERDJENTAL GROUPS--MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C. R. (T) 
Control 197 37.12 4.62 .33 
2.22 1.03 2.155 
Experimental 128 39.34 3.51 .31 
The difference between the means for control and experimental groups 
of Grade IV yields a mean difference of 2.22 and a critical ratio of 2.155. 
There is not a statistically significant difference between the groups. 
Table 14 
. GAIN FOR CONTROL GROUP GRADE IV-JANUARY-MAY 
Group No. M s. D. S.E.M Diff. M S. E.Diff. c. R. ( T) 
Preachieve-
ment 197 28.27 11.28 .8 
Post achieve-
8.85 .86 10.29 
ment 197 37.12 4.62 .33 
The fourth grade control group has a mean of 28.27 for preachievement 
and 37 .12 for postachievement. The mean difference is 8. 8 5 and the 
critical ratio is 10.29. 
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Table 15 
GAIN FOR EXPERD!IENTAL GROUP GRADE IV-JANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Preachieve-
ment 128 28.51 11.82 1.04 
10.83 1.08 10.027 
Postachieve-
.ment 128 39.34 3.51 .31 
An analysis of the preachievement and postachievement scores for 
Grade IV experimental group provides means of 28.51 and 39.34 with a post-
gain of 10.83 in mean difference. The critical ratio of 10.027 is signi-
ficant. 
Table 16 
DIFFERENCE IN GAIN FOR GRADE IV 
CONTROL AND EXPERIMENTAL GROUPS-JANUARY41AY 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. . in Gain Gain 
8.85 .86 10.83 1.08 1.98 1.37 1.445 
The difference between the mean gains for control and experimental 
groups in Grade IV on the Providence Inventory Tests In Music is 1.98. 
The critical ratio of 1.445 is not significant. Though control and experi-
mental groups showed gains which were statistically significant, a com-
s 
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putation of the difference in gains shows the gain in favor of the experi-
mental group to be statistically insignificant. 
Table 17 
DIFFERENCE BE'IVJEEN MEANS FCR GIRLS IN GRADE III 
CON'IROL AND EXPERIMENTAL GROUPS--JANUARY-MAY 
~roup No. M S.D. S.E.M D:tff.M S.E.Diff. C.R. (T) 
Control lll 37.45 15.03 1.43 / 
1.08 2.01 
.537 
Experimental 93 38.53 13.65 1.42 
The difference between means for girls of Grade III e:xperimental 
and control groups is shown by the postachievement mean of control girls 
of 37.45 and of 38.5~ for the experimental girls. The mean difference of 
1.08 is in favor of the experimental girls. The critical ratio of .537 is 
not statistically significant. 
Table 18 
GAIN FOR GIRLS IN GRADE III CONTROL GROUP-
JANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Preachieve-
ment ill 25.27 9.15 .87 
12.18 1.67 7.293 Postachieve-
ment ill 37 .45 15.03 1.43 
A comparison of gains in learning rate by girls of the Grade III 
control group shows a mean of 25.27 for preachievement and 37.45 for post-
achievement. The difference between the mean scores is 12.18 and the 
critical ratio 7.293. The gain is statisti cally significant. 
Table 19 
GAIN FOR GIRLS IN GRADE III EXPERIMENTAL GROUP 
JANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 93 27.40 11.79 1.23 
11.13 1.86 5.930 
Postachieve-
ment 93 38.53 13.65 1.42 
Grade III girls of the experimental group show a gain in mean dif-
ference of 11.13. The critical ratio of 5.930 evidences statistically 
signif icant growth gains. 
Table 20 
DIFFERENCES IN GAIN FOR GIRLS IN GRADE III 
CON'IROL AND EXPERIMENTAL GROUPS-JANUARY-MAY 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
12.18 1.67 11.13 1.86 1.05 2.~.9 .421 
-~ -
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The difference between the mean gains for girls in the control and 
experimental groups of Grade III on the Providence Inventory Tests is 1.05. 
The critical ratio of .421 is low and not statistically significant. 
Though both control and experimental girls showed gains which were statis-
tically significant, a computaM.on of the difference in gains shows the 
gain in favor of the control girls to be statistically insignificant. 
Table 21 
DIFFERENCE BETWEEN MEANS FOR BOYS IN GRADE III 
CONTROL AND EXPERIMENTAL GROUPS-JANUARY -}fi.AY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Control 95 38.23 15.9 1.64 
4.17 2.02 2.064 
Experimental 100 34.06 11.94 1.20 
A comparison of boys in Grade III control and experimental groups 
provides a mean of 38.23 for postachievement control and 34.06 for post-
achievement ~experimental. The difference in mean is 4.19 for the control 
group. The critical ratio of 2.064 shows that the difference is not 
statistically significant. 
Table 22 
GAIN FOR BOYS IN GRADE III CONTROL GROUP-JANUARY -MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Pre achieve-
ment 95 25.6 10.92 1.12 
12.63 1.98 6.37g 
Postachieve-
ment 95 3e.23 15.9 1.64 
The boys in Grade III control group show a preachievement mean of 
25.6 and a postachievement mean of 3e.23. The difference is 12.63. The 
statistically significant gain yields a critical ratio of 6.37g. 
Table 23 
GAIN FOR BOYS IN GRADE III EXPERIMENTAL GROUP-JANUARY -MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff . C .R. ( T) 
Pre achieve-
ment 100 24.73 10.56 1.06 
9.33 1.6 5.e31 
Post achieve-
ment 100 34.06 11.94 1.20 
The amount of gain for boys in the Grade III experimental group shows 
a mean difference of 9.3~ in growth from January to May. The critical 
ratio of 5.e31 is statistically significant. 
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Table 24 
DIFFERENCE IN GAIN FOR BOYS IN GRADE III 
CONTROL AND EXPERIMENTAL GROUPS--JANUARY-MAY 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
12.63 1.98 9.33 1.6 3.30 2.54 1.299 
The difference between the mean gains for control and experimental 
I 
boys (Grade III) on the Providence Inventory Tests in Music is 3.30. The 
critical ratio of 1.299 is not near the criterion level of significance 
designated for this study. Control and experimental boys showed gains 
which were statistically significant, but a computation of the difference 
in gains shows the gain in favor of the control boys to be statistically 
insignificant. 
Table 25 
DIFFERENCE BE'IWEEN MEANS FCR GIRIB IN GRADE IV 
CONTROL AND EXPERIMENTAL GROUPS-JANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Control 94 38.56 13.74 1.42 
.72 2.40 .30 
Experimental 62 39.28 15.15 1.94 
The difference between means for control and experimental girls in 
Grade IV shows that there is a meandifference of .72 in favor of the 
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experimental group. The critical ratio of .30 is statistically insigni-
ficant. 
Table 26 
GAIN FOR GIRLS IN GRADE IV CON'IROL GROUP-JANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Preachieve-
ment 94 29.74 10.83 1.12 
8.82 1.80 5.25 
Post achieve-
ment 94 38.56 13.74 1.42 
The Grade IV girls of the control group provide a gain in mean dif-
ference of 8.82 and the resultant critical ratio of 5.25 which is 
statistically significant. 
Table 27 
GAIN FOR GIRLS IN GRADE IV EXPERIMENTAL GROUP-JANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 62 28.66 12.42 1.59 
10.62 2.48 4.282 
Postachieve-
ment 62 39.28 15.15 1.94 
The preachievement mean of 28.66 and the postachievement mean of 39.28 
for experimental girls of Grade IV show a difference of 10.62. The 
critical ratio of 4.282 is significant. 
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Table 28 
DIFFERENCE IN GAIN FOR GIRLS IN GRADE IV 
CONTROL AND EXPERIMENTAL GROUPS-JANUARY-MAY 
Control S.E. ExperjJnental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
8.82 1.80 10.62 2.48 1.80 2.54 .708 
Though control and experimental girls in Grade IV achieved statisti-
cally significant gains, the difference in gain is but 1.80 in favor of 
the experimental girls. The critical ratio is .708. The difference in 
gains is not statistically significant. 
Table 29 
DIFFERENCE BETWEEN MEANS FCR BOYS IN GRADE IV 
CONTROL AND EXPERIMENTAL GROUPS-~ANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 103 36.37 14.55 1.44 
2.52 2.38 1.058 
Experimental 65 38.89 15.36 1.90 
The mean difference between boys of Grade IV experimental and those 
in the control group shows a control mean of 36.37; an experimental mean 
of 38.89; and a mean difference of 2.52. The 1.058 critical ratio is not 
statistically significant. 
Table 30 
GAIN FOR BOYS IN GRADE IV CONTROL GROUP-JANUARY-MAY 
Group No. M S.D. S.E.M Diff,M S.E.Diff. C.R. (T) 
Pre achieve-
ment 103 26.92 12.06 1.19 
9.45 1.86 5.08 
Postachieve-
ment 103 36.37 14.55 1.44 
A comparison of grovrth of boys in the control group of Grade IV pro-
vides a preachievement mean of 26.92, a postachievement mean of 36.37, and 
a difference in mean of 9.45. The critical ratio of 5.08 .is · statistically 
significant. 
Table 31 
GAIN FOR BOYS IN GRADE IV EXPERIMENTAL GROUP-JANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 65 29.41 13.14 1.64 
9.48 2.50 3.792 
Post achieve-
ment 65 38.89 15.36 1.90 
The boys of Grade IV experimental group show a growth difference in 
mean of 9.48 from January to May and a critical ratio of 3.792 which is 
statistically significant, 
Table 32 
DIFFERENCE IN MEAN GAIN Fffi BOYS IN GRADE IV 
CONTROL AND EXPERD.lliNTAL GROUPS-JANUARY-MAY 
Control S.E. Experimental S.E. Diff. S.E. C .R. Gain Diff. Gain Diff. in Gain Gain 
9.45 1.86 9.48 2.50 .03 3.11 .009 
The difference in gain for control and experimental boys in Grade IV 
is .03. The critical ratio of .009 is insignificant. The slight gain is 
in favor of experimental boys but the difference is statistically insig-
nificant. 
Table 33 
DIFFERENCE BETWEEN MEANS OF GIRLS AND BOYS 
IN GRADE III CONTROL GROUP-JANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Girls 111 -37 .45 15.03 1.43 
.78 2.17 .359 
Boys 95 38.23 15.9 1.64 
The May scores of boys and girls in Grade III control groups evidence 
a mean of 37.45 for girls and 38.23 for boys. The difference in mean is 
.78. Critical ratio is o359, an insignificant difference statistically. 
Table 34 
DIFFERENCE BE'IWEEN MEANS OF GIRLS AND BOYS 
IN GRADE III EXPERIMENTAL GROUP-JANUARY-MAY 
Group No. M S.D. S.E.M Diff.M S .E.Diff. C.R. ( T) 
Girls 93 38.53 13.65 1.42 
4.47 1.85 2.416 
Boys 100 34.06 11.94 1.20 
Grade III experimental groups show boys with a postachievement mean 
of 34.06 and girls with a postachievement mean of 38.53. The mean dif-
ference between boys and girls is 4.47 with a critical ratio of 2.416. 
This difference is not statistically significant. 
Table 35 
DIFFERENCE IN GAIN FCR GIRLS AND BOYS IN GRADE III 
CONTROL AND EXPERIMENTAL GROUPS--JANUARY-MAY 
Control s.E. Experimental S.E. Diff. S.E. 
Gain Diff . Gain Diff. in Gain Gain C.R. 
(Boys) (Girls) 
.78 2.17 4.47 1.85 3.69 2.84 1.299 
The difference between the mean gains for control and experimental 
boys and girls in Grade III is 3.69. The critical ratio of 1.299 is below 
the level of significance for this study. Therefore, though the experi-
mental girls showed gains that were statistically significant, and the 
control boys did not aclueve this level, a computation of the difference 
-= ----
in gain shows the gain to be statistically insignificant. 
Table 36 
MEAN DIFFERENCES BETWEEN GIRLS AND BOYS IN GRADE IV 
CON'IROL GROUP-JANUARY -MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Girls 94 38.56 13.74 1.42 
2.19 2.01 1.089 
Boys 103 36.37 14.55 1.44 
The control girls of Grade IV have a postachievement mean of 38.56 
and boys of 36.37. The difference in mean is 2.19 with a critical ratio 
of 1.089. The difference is not statistically significant. 
Table 37 
DIFFERENCE BETWEEN MEANS OF GIRLS AND BOYS IN GRADE IV 
EXPERIMENTAL GROUP-JANUARY -MAY 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Girls 62 39.28 15.15 1.94 
.39 2.71 .143 
Boys 65 38.89 15.36 1.90 
The postachievement mean of girls in the Grade IV experimental group 
is 39.28. The mean for boys is 38.89. Mean difference is .39 with a 
critical ratio of 1.43. The difference is not significant. 
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Table 38 
DIFFERENCE IN GAIN FOR GIRLS AND BOYS IN GRADE IV 
CON'IROL AND EXPERIMENTAL GROUPS--JANUARY~ 
Control s.E. Experimental s.E. Diff. S.E. 
Gain Diff. Gain Diff. in Gain Gain C.R. 
(Girls) (Boys) 
2.19 2.01 .39 2.71 1.80 3.38 .532 
The difference between the mean gains for control and experimental 
girls and boys in Grade IV is 1.80. The critical ratio of .532 in favor 
of the control girls is not statistically significant. 
Effect of Control and Experimental Training ~ Four Levels of Ability 
The data were analyzed to study the effects of I.Q. scores and musical 
aptitude scores and their relationship to musical achievement scores. The 
variables of I.Q. and musical aptitude were arranged from low to high for 
all four groups in the two grade levels and a study was made of each 
quarter. The following information is pertinent to the interpretation of 
the data: 
1. First Quarter refers to that proportion of the children who had the 
lowest scores on the I.Q. and on the musical aptitude test. 
2. Second Quarter refers to the group who were next highest in terms 
of initial scores on I.Q. and musical aptitude. 
3. Third Quarter refers to the group which was next highest in I.Q. 
and musical aptitude. 
4. Fourth Quarter is that proportion of the group which scored 
highest on I.Q. and musical aptitude tests. 
Table 39 
DIFFERENCE BETiv.&EN MEANS OF GRADE III 
CONTROL AND EXPERIMENTAL GROUPS-FIRST QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Control 
Postachieve-
ment 51 32.55 13.15 1.85 
Experimental 3.85 3.01 1.279 
Postachieve-
ment 49 28.70 16.5 2.38 
The difference in means between the control and experimental groups 
of the First Quarter (I.Q.) in Grade III provide a mean difference of 3.85 
in favor of the control group and a critical ratio of 1.279 which is not 
statistically significant. 
Table 40 
GAIN FOR GRADE III CONTROL GROUP--FIRST QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 51 22.05 9.35 1.32 
10.50 2.27 4.625 
Postachieve-
ment 51 32.55 13.15 1.85 
The January mean for the First Quarter (I.Q.) in Grade III control 
group was 22.05 for a preachievement mean score. The May mean score 
(postachievement) was 32.55. Difference between the means was 10.50, 
yielding a statistically significant critical ratio of 4 .625. 
Table 41 
GAIN FOR GRADE III EXPERIMENTAL GROUP-- FIRST QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 49 21.55 14.25 2.05 
7.15 3.14 2.277 
Post achieve-
ment 49 28.70 16.5 2.38 
The January mean for the First Quarter (I.Q.) in Grade III experi-
mental group was 21.55 as a preachievement mean score. The May post-
achievement mean score was 28.70. Difference between the means was 7.15, 
yielding a critical ratio of 2.277 which is not statistically significant. 
Table 42 
DIFFERENCE IN GAIN FOR GRADE III CONTROL AND EXPERDAENTAL GROUPS-
FIRST QUARTER (I.Q.) 
Control S.E. Experimental S.E. Diff. S.E. C .R. Gain Diff. Gain Diff. in Gain Gain 
10.50 2.27 7.15 3.14 3.35 3.87 .865 
Though both groups made gains which were statistically significant, 
the difference in gain is 3.35 in favor of the control group. The 
critical ratio of .865 for the First Quarter (Grade III) on the Providence 
,.].. -
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Inventory Test is not significant. 
Table 43 
DIFFERENCE BE'fli1~N MEANS OF GRADE III 
CONTROL AND EXPERIMENTAL GROUPS-SECOND QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 
Postacl1ieve-
ment 52 31.75 14.15 1.24 
1.15 2.17 .529 
Experimental 
Postachieve-
ment 48 32.90 12.30 1.79 
The Second Quarter (I. Q.) of Grade III control and exp~rimental groups 
shows a difference between the means of 1.15 in favor of the experLmental 
group. The critical ratio of .529 is statistically insignificant. 
Tabl e 44 
GAIN FOR GRADE III CONTROL GROUP-sECOND QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 52 22.45 8.90 1.24 
9.30 2.33 3.991 
Post achieve-
ment 52 31.75 14.15 1.98 
The Second Quarter (I.Q.) of the Grade III control group .made a mean 
gain of 9.30. The critical ratio of 3.991 indicates that this gain is 
" statistically significant. 
Table 45 
GAIN FOR GRADE III EXPERIMENTAL GROUP--sECOND QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 48 22.20 10.05 1.46 
10.70 2.30 4.652 
Post achieve-
ment 48 32.90 12.30 1.79 
The Second Quarter (I.Q.) of the Grade III experimental group achieved 1j 
a mean gain of 10.70. The critical ratio of 4.652 is statistically signi-
ficant. 
Table 46 
DIFFERENCE IN GAIN FOR GRADE III CONTROL AND EXPERIMENTAL GROUPS--
SECOND QUARTER (I.Q.) 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
9.30 2.33 10.70 2.30 1.40 3.27 .420 
Both groups made mean gains which were statistically significant. 
Further analysis shows the difference in gain between the control and ex-
perim.ental groups (Grade III) is 1.40. The critical ratio of .420 in 
favor of the experimental group is statistically insignificant. 
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Table 47 
DIFFERENCE BETWEEN MEANS CF GRADE III 
CONTROL AND EXPERIMENTAL GROUPS-THIRD QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 
Post achieve-
ment 52 42.45 14.80 2.07 
5.15 2.53 2.035 
Experimental 
Postachieve-
ment 48 37.30 10.10 1.47 
A comparison of Grade III control and experimental groups in the 
Third Quarter (I.Q.) shows a mean difference of 5.15 for the control group 
and a critical ratio of 2.035. This is not a statistically significant 
I' gain. 
I 
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Table 48 
GAIN FOR GRADE III CONTROL GROUP--THIRD QUARTER (I .Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C .R. (T) 
Pre achieve-
ment 52 27.25 9.40 1.31 
15.20 2.44 6.229 
Postachieve-
ment 52 42.45 14.80 2.07 
The Third Quarter (I.Q.) of the Grade III control group attained a 
mean gain of 15.20. The critical ratio of 6.229 indicates the gain as 
statistically significant. 
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Table 49 
GAIN FOR GRADE III EXPERIMENTAL GROUP--THlliD QUA..'lTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C .R. ( T) 
' 
Preachieve-
ment 48 28.45 11.05 1.61 
8.85 2.17 ,4.078 
Post achieve-
ment 48 37.30 10.10 1.47 
The Third Quarter (I.Q.) of the Grade III experimental group attained 
a mean difference of 8.85. The critical ratio is 4.078. The gain is 
statistically significant. 
Table 50 
DIFFERENCE IN GAIN FOR GRADE III CONTROL AND EXPERIMENTAL GROUPS-
THIRD QUARTER (I.Q.) 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
15.20 2.44 8.85 2.17 6.35 3.26 1.947 
Further analysis shows the difference in gain between control and ex-
perimental groups (Grade III) of the Third Quarter to be 6.35. Both 
groups achieved statistically significant grovffih. The critical ratio of 
the difference in grmvth is 1.947 in favor of the control group. This is 
below the criterion level of statistical significance. 
Table 51 
DIFFERENCE BETWEEN l~ANS OF GRADE III 
CONTROL AND EXPERIMENTAL GROUPS-FOURTH QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C .R. (T) 
Control 
Postachieve-
ment 51 43.75 15.65 2.21 
1.25 2.69 .464 
Experimental 
Postachieve-
ment 48 45.00 10.65 1.55 
The mean difference between the Grade III control and experimental 
groups of the Fourth Quarter is 1.25 in favor of the exper~nental group. 
The critical ratio of .464 is statistically insignificant. 
Table 52 
GAIN FOR GRADE III CONTROL GROUP-FOURTH QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 51 30.65 9.65 1.36 
13.10 2.59 5.057 
Postachieve-
ment 51 43.75 15.65 2.21 
The Fourth Quarter (I.Q.) of the Grade III control group achieved a 
mean difference of 13.10. The critical ratio of 5.057 indicates a statis-
tically significant gain. 
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Table 53 
GAIN FOR GRADE III EXPERIMENTAL GROUP-FOURTH QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Preachieve-
ment 48 32.40 7.95 1.16 
12.60 1.93 6.528 
Post achieve-
ment 48 45.00 10.65 1.55 
The Fourth Quarter (I.Q.) of the experimental group Grade III 
achieved a difference in mean of 12.60. The critical ratio is 6.528. The 
difference is statistically significant. 
Table 54 
DIFFERENCE IN GAIN FOR GRADE III CONTROL AND EXPERIMENTAL GROUPS--
FOURTH QUARTER (I.Q .• ) 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
13.10 2.59 12.60 1.93 .50 3.23 .154 
The mean gains of the control and experimental groups in the Fourth 
Quarter (I.Q.) were further analyzed and showed a difference of .50. The 
F 
critical ratio of .154 is in favor of the control group but is statistically 
insignificant. · 
rr-
' -~r 
Table 55 
DIFFERENCE IN GAIN BETWEEN QUARTERS (I.Q . )--GRADE III 
Quarter Gain S.E. Diff . S.E. C.R . Gain in Gain~~ Diff . 
First 3.35 3.87 
1. 95 5.07 . 384 
Second 1 . 40 3. 27 
4. 95 4. 62 1.071 
Third 6. 35 3. 26 
5.85 4. 59 1 . 274 
Fourth . 50 3.23 
First 
vs . 2. 85 5.04 . 565 
Fourth 
*Difference between First and Second Q~arter , etc . 
An analysis of the final gains between Quarters shows that the dif-
ference between gains is statistically insignificant . 
Table 56 
DIFFERENCE BETWEEN MEANS OF GRADE IV 
CONTROL AND EXPERIMENTAL GROUPS-FIRST QUARTER (I .Q.) 
Group No . M S.D. S.E.M Diff.M S.E.Diff . 
Control 
Post achieve-
ment 49 33 . 70 16 .00 2. 31 
. 60 3.58 
Experimental 
Postachieve-
ment 32 34. 30 15 . 25 2. 74 
C .R. 
(T) 
.167 
l 
' 
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I 
The difference between means of the control and experimental groups II 
. 
of the First Quarter (I.Q.) in Grade IV shows a difference of .60 and a 
critical ratio of .167 in favor of the experimental group. The difference 
in mean between these groups is statistically insignificant. 
Table 57 
GAIN FOR GRADE IV CONTROL GROUP-FIRST QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Preachieve-
merit 49 25.00 10.70 1.54 
8.70 2.77 3.140 
Post achieve-
ment 49 33.70 16.00 2.31 
The mean for January for the First Quarter (I.Q.) in Grade IV control 
was 25.00 as a preachievement score. The May postachievement score has a 
mean of 33.70. Difference between the means is 8.70, yielding a critical 
ratio of 3.140. This is a statistically significant gain. 
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Table 58 
GAIN FOR GRADE IV EXr""'ERIMENTAL GROUP-FIRST QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Preachieve-
ment 32 17.65 12.60 2.26 
16.65 3.55 4.690 
Postachieve-
ment 32 34.30 15.25 2.74 
The First Quarter (I.Q.) of the Grade IV experimental group made a 
mean gain from January to May of 16.65. The critical ratio of 4.690 
indicates that this gain is statistically significant. 
Table 59 
DIFFERENCE IN GAIN FOR GRADE IV CON'IROL AND EXPERlllENTAL GROUPS-
FIRST QUARTER (I.Q.) 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
8.70 2.77 16.65 3.55 7.95 4.5 1.766 
Both groups made statistically significant mean gains. Further 
II 
analysis shows the difference in gain between the Grade IV control and 
experimental groups of 7.95. The critical ratio of 1.766 in favor of the II 
" experimental group is not statisticall y significant. li 
Table 60 
DIFFERENCE BETWEEN MEANS OF GRADE IV 
CONTR()L AND EXPERIMENTAL GROUPS-sECOND QUARTER (I.Q.) 
Group No . M S.D. S.E.M Diff .M S .E .Diff. C.R . (T) 
Control 
Postachieve-
ment 49 37.80 14.30 2.06 
. 05 3.10 . 016 
Experimental 
Post achieve-
ment 32 37.75 13.00 2 . 33 
The Second Quarter (I .Q. ) of the Grade IV control and experimental 
groups in terms of mean difference is . 05 . The critical ratio of .016 is 
of no statistical significance . 
Table 61 
GAIN FOR GRADE IV CONTROL GROUP--sECOND QUARTER (I.Q.) 
Group No . M S.D. S.E .M Diff .M S.E.Diff . C.R. (T) 
Preachieve-
ment 49 30 . 50 12 . 00 1.73 
7. 30 2.68 2.724 
Postachieve-
ment 49 37 .80 14. 30 2. 06 
The Second Quarter (I.Q. ) of the Grade IV control group has a mean 
difference of 7. 30 and a criti cal ratio of 2 .724 which is statistically 
significant . 
Table 62 
GAIN FOR GRADE IV EXPERIMENTAL GROUP-sECOND QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 32. 25.45 10.75 lo93 
12.30 3.02 4.072 
Postachieve-
I ment 32 37.75 13.00 2.33 
I' 
I 
I The Second Quarter (I.Q.) of the Grade IV experimental group made a 
I mean gain of 12.30. The critical ratio of 4.072 is statistically signi-
ficant. 
Table 63 
DIFFERENCE IN GAIN FOR GRADE IV CONTROL AND EXPERD!ENTAL GROUPS-
SECOND QUARTER (I.Q.) 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
7.30 2.68 12.30 3.02 5.00 4.05 1.234 
The difference between the two mean gains for control and experi-
mental groups is 5.00. The critical ratio of 1.234 is in favor of the 
exper:iJnental group but is not statistically significant. 
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Table 64 
DIFFERENCE BETWEEN MEANS (F GRADE IV 
CON'IROL AND EXPERIMENTAL GROUPS-THIRD QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 
Post achieve-
ment 50 37.60 13.90 1.98 
2.70 3.73 .723 
Experimental 
Post achieve-
ment 32 40.30 17.60 3.16 
I 
I
ll Third Quarter (I.Q.) provides a mean difference of 2.70 in favor of the 
A comparison of Grade IV control and experimental groups of the 
II experimental group. The critical ratio of .723. This is not a statisti-
II cally significant difference in gain. 
I Table 65 
GAIN FOR GRADE IV CON'ffiOL GROUP-THIRD QUARTER (I.Q.). 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Preachieve-
ment 50 26.90 10.70 1.52 
10.70 2.49 4.297 
Postachieve-
ment 50 37.60 13.90 1.98 
The Third Quarter (I. Q. ) of the Grade IV control group shows a mean 
gain of 10.70 from January to May . The critical ratio is 4.297 and is I 
statistically significant. I -~ 
1 _., 
Table 66 
GAIN FOR GRADE IV EXPERIMENTAL. GROUP-THIRD QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 32 30.40 13.80 2.48 
9.90 4.02 2.462 
Postachieve-
ment 32 40.30 17.60 3.16 
The Third Quarter (I.Q.) of the Grade IV experim~ental group attained 
a mean gain of 9.90 and a critical ratio of 2.462. This is not a statisti-
cally significant gain. 
Table 67 
. 
DIFFERENCE IN GAIN FOR GRADE IV CONTROL AND EXPERIMENTAL GROUPS-
THIRD QUARTER (I.Q.) 
Control S.E. Experimental S .E. Diff. S .E. C.R. Gain Diff. Gain Diff. in Gain Gain 
10.70 2.49 9.90 4.02 .80 4.73 .168 
The difference in gain between the control and experimental groups in 
the Third Quarter (I.Q.) is .so. The critical ratio of .168 in favor of 
the control group is statistically insignificant. 
II 
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Table 68 
DIFFERENCE BETWEEN ME;ANS OF GRADE IV 
CONTROL AND EXPER.D4ENTii.L GROUPS-FOURTH QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 
Postachieve-
ment 49 38.65 14.35 2.07 
4.60 3.25 1.415 
Experimental 
Postachieve-
ment 32 43.25 14.00 2.51 
The Fourth Quarter (I.Q.) of the control and exper:i.Inental groups in 
Grade IV attained a difference in mean of 4.60 in favor of the experimental " 
group and a critical ratio of 1.415. This is below the criterion level of 
statistical significance. 
Table 69 
GAIN FOR GRADE IV CONTROL GROUP-FOURTH QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Preachieve-
ment 49 31.50 11.10 1.60 
7.15 2.61 2.730 
Postachieve-
ment 49 38.65 14.35 2.07 \I 
I 
The Fourth Quarter (I.Q.) of the Grade IV control group shows a mean 
gain of 7.15. The critical ratio of 2.730 is statistically significant. 
II 
Table 70 
GAIN FOR GRADE IV EXPERIMENTAL GROUP-FOURTH QUARTER (I.Q.) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Preachieve-
ment 32 30.75 12.55 2.25 
12.50 3.37 3.711 
Post achieve-
ment 32 43.25 14.00 2.51 
The Fourth Quarter (I.Q.) of the Grade IV experimental group achieved 
a mean gain of 12.50. The critical ratio of 3.711 is statistically signi-
ficant. 
Table 71 
DIFFERENCE IN GAIN FOR GRADE IV CONTROL AND EXPERIMENTAL GROUPS-
FOURTH QUARTER (I.Q.) 
Control S.E. Experimental S.E. Diff. S.E. C .R. Gain Diff. Gain Diff. in Gain Gain 
7.15 2.61 12.50 3.37 5.35 4.26 1.255 
The difference between the gains of the Grade IV control and exp_eri-
mental groups for the Fourth Quarter (I.Q.) is 5.35. This difference 
11 yields a critical ratio of 1.255 in favor of the experimental group. This 
difference is not statistically significant. 
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Table 72 
DIFFERENCE IN GAIN BETWEEN QU.ARTER.S (I.Q. )-GRADE IV 
Quarter Gain S.E. Diff. S.E. C.R. Gain in Gain* Diff. 
First 7.95 4.5 
2.95 6.05 .487 
Second 5.00 4.05 
4.20 6.23 .674 
Third .80 4.73 
4.55 6.37 .714 
Fourth 5.35 4.26 
First 
vs. 2.60 6.2 .419 
Fourth 
-l~Difference between First and Second Quarter, etc. 
The difference between gains for the quarters (I.Q.) in Grade IV is 
lj statistically insignificant. 
I' Effect of Training ££ Four Levels of Aptitude 
Table 73 
DIFFERENCE BE'IWEEN MEANS OF GRADE III CONTROL AND EXPERIMENTAL GROUPS-
FIRST QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Control 
Postachieve-
ment 51 35.75 16.25 2.29 
4.15 2.81 1 .476 
Experimental 
Post achieve-
ment 49 31.60 11.40 1.64 
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A comparison of the Grade III control and experimental groups of the 
First Quarter (Aptitude) shows a mean difference of 4.15 in favor of the 
control group. The critical ratio of 1.476 is below the criterion level 
of statistical significance. 
Table 74 
GAIN FOR GRADE III CONTROL GROUP-FIRST QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 51 22.90 8.49 1.20 
12.85 2.58 4.980 
Post achieve-
ment 51 35.75 16.25 2.29 
The January mean for the First Quarter (Aptitude) in Grade III control 11 
, group was 22.90 as a preachievement mean score. The Mey mean was 35.75 as 
a postachievement mean score. Difference between the means was 12.85 with 
a critical ratio of 4.980. This is statistically significant. 
Table 75 
GAIN FOR GRADE III EXPERIMENTAL GROUP-FIRST QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C .R. (T) 
Preachieve-
ment 49 22.85 11.52 1.66 
8.75 2.33 3.755 
Post achieve-
ment 49 31.60 ll.40 1.64 
II 
I 
II 
II 
The First Quarter (Aptitude) of the Grade III experimental group made 
a mean gain of 8.75 and a critical ratio of 3.755 which is statistically 
significant. 
Table 76 
DIFFERENCE IN GAIN FOR GRADE III CONTROL AND EXPERIMENTAL GROUPS-
FOURTH QUARTER (MUSICAL APTITUDE) 
Control S .E. Experimental S.E. Diff. S .E. C .R. Gain Diff. Gain Diff. in Gain Gain 
12.85 2.58 8.75 2.33 4.10 3.47 1.181 
The dif ference between the gains of the control and experimental 
groups is 4.10. The critical ratio of 1.181 in favor of the control group ' 
is not statistically significant. 
Table 77 
DIFFERENCE BETWEEN MEANS OF GRADE III CONTROL AND EXPERIMENTAL GROUPS--
SECOND QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C .R. (T) 
Control 
Post achieve-
ment 51 36.00 9.95 1.40 
1.50 2.30 .652 
Experimental 
Post achieve-
ment 48 34.50 12.60 1.83 
~· 
The Second Quarter (Aptitude) of the Grade III control and experi-
mental groups provides a mean difference of 1.50 in favor of the control 
group. The critical ratio of .652 is not statistically significant. 
Table 78 
GAIN FOR GRADE III CONTROL GROUP-....SECOND QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (If) 
Preachieve-
ment 51 24.30 10.05 1.42 
11.70 1.99 5.879 
Postachieve-
ment 51 36.00 9.95 1.40 
The Second Quarter (Aptitude) of the Grade III control group made a 
mean gain of 11.70 and a critical ratio of 5.879 which is statistically 
significant. 
II 
II 
J 
Table 79 
GAIN FOR GRADE III EXPERIMENTAL. GROUP~COND QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 48 25.82 12.63 1.84 
8.68 2.59 3.351 
Post achieve-
ment 48 34.50 12.60 1.83 
n 
I' The Second Quarter (Aptitude) of the Grade III experimental group 
attained a mean difference of 8.68. The critical ratio of 3.351 is 
, statistically significant. 
Table 80 
DIFFERENCE IN GAIN FOR GRADE III CON'IROL AND EXPERIMENTAL GROUPS-
SECOND QUARTER (MUSICAL APTITUDE) 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
ll.?O 1.99 8.68 2.59 3.02 3.31 .912 
The difference in gain for the Grade III control and experimental 
groups of the Second Quarter (Aptitude) is 3.02. The critical ratio of 
1 .912 in favor of the control group is statistically insignificant. 
I 
I 
Table 81 
DIFFERENCE BE'IWEEN MEANS OF GRADE III CONTROL AND EXPERIMENTAL GROUPS-
THIRD QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 
Postachieve-
ment 52 36.55 12.50 1.75 
1.05 2.42 .433 
Experimental 
Postachieve-
ment 48 37.60 11.55 1.68 
The Third Quarter (Aptitude) of the control and experimental groups 
in Grade III indicates a mean difference of 1.05 in favor of the experi-
mental group. The critical ratio of .433 is not statisticru.ly significant. 
II 
• Table 82 
GAIN FOR GRADE III CONTROL GROUP--THIRD QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Preachieve-
ment 52 25.30 8.85 1.23 
11.25 2.13 5.281 
Postachieve-
ment 52 36.55 12.50 1.75 
The Third Quarter (Aptitude) of the Grade III control group made a 
mean gain of 11.25 and a critical ratio of 5.281. This gain is statisti-
cally significant. 
Table 83 
GAIN FOR GRADE III EXPERIMENTAL GROUP-THIRD QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 48 25.60 9.81 1.43 
12.00 2.20 5.454 
Postachieve-
ment 48 37.60 11.55 1.68 
The Third Quarter (Aptitude) of the Grade III experimental group 
achieved a mean gain of 12.00 and the resultant critical ratio of 5.454 
which is statistically significant. 
[ 
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Table 84 
DIFFERENCE IN GAIN FOR GRADE III CON'IROL AND EXPERIMENTAL GROUPS-
THIRD QUARTER (MUSICAL .APTITUDE) 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
11.25 2.13 12.00 2.20 .75 3.06 .245 
1 The difference between the gains of the Grade III control and experi-
I mental groups of the Third Quarter (Aptitude) is • 75. The critical· ·ratio 
I 
I of .245 in favor of the experimental group is not statistically significant. 1 
I 
Table 85 
DIFFERENCE BETWEEN MEANS <F GRADE III CONTROL AND EXPERIMENTAL GROUPS-
FOURTH QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 
Postachieve-
ment 52 41.80 16.65 2.33 
1.75 3.07 .570 
Experimental 
Postachieve-
ment 48 40.05 13.80 2.01 
II 
II 
A comparison of control and experimental groups in the Fourth Quarter II 
(Aptitude) of Grade III shows a mean difference of 1.75 in favor of the 
control group. The critical ratio is .570 which is not significant 
1 
statistically. 
.=. - --- -
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Table 86 i' 
GAIN FOR GRADE III CONTROL GROUP-F<ilURTH QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff "M S.E.Diff. C.R. ( T) 
Preachieve-
ment 52 28.55 11.30 1.58 
13 .25 2.81 4.715 
Postachieve-
ment 52 41.80 16.65 2.33 
II 
I 
The Fourth Quarter (Aptitude) of the Grade III control group made a 'I 
" mean gain of 13.25. The critical ratio of 4.715 is statistically signifi- 'I 
ll cant, 
r ~b~ ~ 
II GAIN FOR GRADE III EXPERIMENTAL GROUP-- FOURTH QUARTER (MUSICAL APTITUDE) 
II 
I 
Group No . M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Pre achieve-
ment 48 30.81 10.77 1.57 
9.24 2.54 3.637 
Postachieve-
ment 48 40.05 13.80 2.01 
The Fourth Quarter (Aptitude) of the Grade III experimental group 
shows a mean growth of 9.24. The critical ratio of 3.637 is statistically 
significant. 
,-
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Table 88 
DIFFERENCE IN GAIN FOR GRADE III CON'IROL AND EXPERIMENTAL GROUPS-
FOURTH QUARTER (MUSICAL APTITUDE) 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
13.25 2.81 9.24 2.54 4.01 3.79 1.058 
The critical ratio of 1.058 in favor of the control group is not 
statist i cally significant. 
Table 89 
DIFFERENCE IN GAIN BETWEEN QUARTERS (MUSICAL APTITUDE)-GRADE III 
Quarter Gain S.E. Diff. S.E. C .R. Gain in Gain~t- Diff. 
First 4.10 3.47 
1.08 4.79 .225 
Second 3.02 3.31 
2.27 4.51 .503 
Third .75 3.06 
3.26 4.87 .669 
Fourth 4.01 3.79 
First 
vs. .09 5.14 .017 
Fourth 
·I 
,, 
I 
'I 
r {~Difference between First and Second Quarter, etc. 
II 
I 
I 
The difference in gain between each of the four quarters was computed. 11 
The critical ratios are all statistically insignificant. There is no true I 
statistical difference between the quarters. 
Table 90 
DIFFERENCE BETWEEN MEANS FOR GRADE IV CONTROL AND EXPERIMENTAL GROUPS-
FIRST QUARTER (MUSICAL APTITUDE) 
Group No . M S.D. S.E.M Diff .M S.E.Diff . C.R. (T) 
Control 
Postacl'..ieve-
ment 49 33 .65 14. 15 2. 04 
3. 15 3. 66 . 860 
Experimental 
Postachieve-
ment 32 36 .80 17 .15 3. 04 
The First Quar ter (Aptitude) of Grade IV control and experimental 
groups shows a mean difference of 3. 15 in favor of the experimental group . 
The critical ratio of . 860 is not statistically significant . 
Table 91 
GAIN FOR GRADE IV CONTROL GROUP-FIRST QUARTER (MUSICAL APTITUDE) 
Group No . M S.D . S .E.M Diff.M S.E.Diff . C.R. (T) 
Preachieve-
ment 49 27 . 00 11.05 1.59 
6 . 65 2 . 58 2.577 
Postachieve-
merrt 49 33 . 65 14.15 2. 04 
The First Quarter (Aptitude)for the Grade IV control group made a 
mean gain of 6. 65 and a critical ratio of 2 . 577 . This is at the minimum 
level for statistical significance . 
II 
Table 92 
GAIN FOR GRADE IV EXPERIMENTAL GROUP-FIRST QUARTER (l.q]SICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. . C.R. ( T) 
Preachieve-
ment 32 21.70 13.05 2.34 
15.10 3.87 3.901 
Post achieve-
ment 32 36.80 17.15 3.08 
The First Quarter (Aptitude) for the Grade IV experimental group shows 
1
' 
a mean gain of 15.10. The critical ratio of 3.901 is statistically signi-
ficant. 
Table 93 
DIFFERENCE IN GAIN FOR GRADE IV CONTROL AND EXPERDAENTAL GROUPS-
FIRST QUARTER (MUSICAL APTITUDE) 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
6.65 2.58 15.10 3.87 8.45 4.65 1.817 
Further analysis of control and experimental gains shows the dif-
ference to be 8.45. The critical ratio of 1.817 in favor of the experi-
mental group is not significant according to the criterion set up for this 
study. 
I -~::. · 
Table 94 
DIFFERENCE BETWEEN MEANS FOR GRADE IV CONTROL AND EXPERIMENTAL GROUPS-
SECOND QUARTER (:MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Control 
Post achieve-
ment 49 36.60 11.75 1.71 
6.95 3.14 2.213 
Experimental 
Post achieve-
ment 32 43.55 14.70 2.64 
A comparison of Grade IV control and experimental groups of the 
1 Second Quarter (Aptitude) indicates a mean difference of 6.95 and a 
II critical ratio of 2.213 in favor of the experimental group. This gain is 
I 
I 
I below the criterion level of statistical significance. 
Table 95 
GAIN FOR GRADE IV CONTR0L GROUP-SECOND QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 49 27.00 10.35 1.49 
9.60 2.26 4.247 
Postachieve-
ment 49 36.60 11.75 1.71 
The Second Quarter (Aptitude) of the Grade IV control group achieved 
a mean growth of 9.60. The critical ratio of 4.247 is statistically sig-
nificant. 
_.=;; - ~- =--= ---
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Table 96 
GAIN FOR GRADE IV EXPERIMENTAL GROUP-sECOND QUARTER (MUSICAL APTITUDE) 
Group No . M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 32 31.25 12.15 2.18 
12.30 3.43 3.586 
Postachieve-
ment 32 43.55 14.70 2.64 
The Second Quarter (Aptitude) for the Grade IV experimental group 
attained a mean difference in achievement of 12.30 from January to Mqy. 
I The critical ratio is 3. 586 and is statistically significant~ 
Table 97 
DIFFERENCE IN GAIN FOR GRADE IV CONTROL AND EXPERIMENTAL GROUPS--
SECOND QUARTER (MUSICAL APTITUDE) 
Control S.E. Experimental S.E. Diff . S.E. C .R. Gain Diff. Gain Diff. in Gain Gain 
9.60 2.26 12.30 3.43 2.70 4.10 .658 
The difference between the gains for the control and experimental 
groups is 2.70. The critical ratio of .658 is statistically insignificant. 
1 J 
Table 98 
DIFFERENCE BETWEEN MEANS FOR GRADE IV CONTROL AND EXPERIMENTAL GROUPS-
THIRD QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Control 
Postachieve-
ment 50 39.80 16.90 2.41 
2.00 3.62 .005 
Experimental 
Postachieve-
ment 32 37.80 15.05 2.70 
A comparison of the control and experimental mean differences in the 
Third Quarter (Aptitude) for Grade IV shows a difference of 2.00 in favor 
of the control group. The critical ratio of .005 is statistically insig-
nificant. 
Table 99 
GAIN FOR GRADE IV CONTROL GROUP-THIRD QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 50 29.30 11.30 1.61 
10.50 1.67 6.287 
Postachieve-
ment 50 39.80 16.90 2.41 
The Third Quarter (Aptitude) for the Grade IV control group reached 
a mean gain of 10.50 with a critical ratio of 6.287. This is a statisti-
cally significant growth. 
I! 
Table 100 
GAIN FOR GRADE IV EXPERIMENTAL GROUP--THIRD QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Preachieve- . 
ment 32 31.35 12.60 2.26 
6.45 3.52 1.832 
Postachieve-
ment 32 37.80 15.05 2.70 
The Third Quarter (Aptitude) of the Grade IV experimental group 
achieved a mean grovrth of 6.45 and a critical ratio of 1.832. The gain 
is not statistically significant. 
Table 101 
DIFFERENCE IN GAIN FOR GRADE IV CONTROL AND EXPERIMENTAL GROUPS-
THIRD QUARTER (MUSICAL APTITUDE) 
-control s.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
10.50 1.67 6.45 . 3.52 4.05 3.89 1.041 
Both control and experlinental groups made significant gains in the 
Third Quarter (Aptitude). The difference between the gain for the two 
groups is 4.05. The critical ratio of 1.041 in favor of the control 
group is not statistically significant. 
I 
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Table 102 
DIFFERENCE BE.TNEEN MEANS FOR GRADE IV CONTROL AND EXPERIMENTAL GROUPS-
FOURTH QUARTER (MUSICAL APTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. 
.!... (T) 
Control 
Postachieve-
ment h9 37.70 15.00 2.16 
1.80 3.60 .500 
Experimental 
Postachieve-
ment 32 39.50 16.10 2.89 
The Fourth Quarter (Aptitude) for Grade IV control and experimental 
groups shows a mean difference of 1.80 for the experimental group. The 
critical ratio of .500 is not statistically significant. 
Table 103 
GAIN FOR GRADE IV CONTROL GROUP--FOURTH QUARTER (MUSICAL APTITUDE) 
Group No . M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Preachieve-
ment 49 29.95 13.10 1.87 
7.75 2.85 2.368 
Postachieve-
ment 49 37.70 15 .00 2. 16 
The Fourth Quarter (Aptitude) for the Grade IV control group shows a 
gain of 7.75 and a critical ratio of 2.368 which is not statistically signi-
ficant . 
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Table 104 
GAIN FOR GRADE IV EXPERIMENTAL GROUP-FOURTH QUARTER (MUSICAL .AFTITUDE) 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Pre achieve-
ment 32 28.85 12.80 2.30 
10.65 3.69 2,885 
Postachieve-
ment 32 39.50 16.10 2.89 
The Fourth Quarter (Aptitude) of the Grade IV experimental group 
shows a mean difference of 10.65. The critical ratio of 2.885 is above 
the criterion level of significance .• 
DIFFERENCE IN GAIN FOR GRADE IV CONTROL AND EXPERIMENTAL GROUPS-
FOURTH QUARTER (MUSICAL APTITUDE) 
Control S.E. Experimental S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
7.75 2.85 10.65 3.69 2.90 4.66 .643 
Comparison of the gains for control and experimental groups shows a 
difference in gain of 2.90. The critical ratio of .643 in favor of the 
experimental group is statistically insignificant. 
'I 
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Table 106 
DIFFERENCE IN GAIN BETI~N QUARTERS (MUSICAL APTITUDE)--GRADE IV 
Quarter Gain S.E. Diff. S.E. C.R. Gain ih~ .Gain~~ Diff. 
First 8.45 4.65 
5.75 6.20 .927 
Second 2.70 4.10 
1.35 5~65 .238 
Third 4.05 3.89 
1.15 6.08 .189 
Fourth 2.90 4.66 
First 
vs. 5.55 6.58 .843 
Fourth 
~~Difference between First and Second Quarter, etc. 
The difference in gain between quarters was computed. An examination 
of the critical ratios shows that there is no significant difference be-
tween the gains of any two quarters. 
Table ·107 
DIFFERENCE BETWEEN MEANS OF GRADE III AND GRADE IV CONTROL GROUPS-
PREACHIEVEMENT 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Grade III 
Control 206 25 .69 10.29 .71 
2.58 1.06 2.433 
Grade IV 
Control 197 28.27 11.28 .80 
-----t 
II 
The difference between means of the Grade III and Grade IV control 
groups (Preachievement) is 2.58 in favor of Grade IV. The critical ratio 
, of 2.433 is belovt the level of statistical significance for this study. 
Table 108 
1 DIFFERENCE BETWEEN MEANS OF GRADE III AND GRADE IV EXPERIMENTAL GROUPS-
PREACHIEVEMENT 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. ( T) 
Grade III 
Experimental 193 24.58 10.62 .76 
3.93 1.28 3.070 
Grade IV 
Experimental 128 28.51 11.82 1.04 
i ... -.. 
The difference between means of the Grade III and Grade IV experi-
mental groups (Preachievement) is 3.93 in favor of Grade IV. The critical 
ratio of 3.070 is statistically significant in favor of Grade IV. 
Table 109 
DIFFERENCE BETWEEN MEANS OF GRADE III CONTROL 
AND GRADE IV EXPERIMENTAL GROUPS-PREACHIEVEMENT 
Group No . M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Grade III 
Control 206 25.69 10.29 .71 
2.82 1.25 2.256 
Grade IV 
Experimental 128 28.51 11.82 1.04 
-~ r--
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The difference between means of the Grade III control group and the 
Grade IV experimental group (Preachievement) is 2.82 in favor of the 
Grade IV experimental group. The critical ratio of 2.256 is below the 
level of statistical significance for this study. 
Table llO 
DIFFERENCE BETWEEN MEANS OF GRADE III EXPERIMENTAL 
AND GRADE IV CONTROL GROUPS-PREACHIEVEMENT 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Grade IV 
Control 197 28.27 11.28 .so 
3.69 1.10 3.354 
Grade III 
Experimental 193 24.58 10.62 .76 
The difference between means of the Grade III experimental group and 
the Grade IV control group is 3.69 in favor of the Grade IV control group • 
. I The critical ratio is 3.354 which is statistically significant. II 
I 
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Table 111 I 
DIFFERENCE BETWEEN MEANS OF GRADE III AND GRADE IV CONTROL GROUPS-
POST ACHIEVEMENT 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Grade III 
Control 206 38.44 17.13 1.20 
1.32 1.24 1.064 
Grade IV 
Control 197 37.12 4.62 .33 
The difference between means of the Grade III and Grade IV control 
groups (Postachievement) is 1.32 in favor of Grade III. The critical ratio ,J 
of 1.064 is not statistically significant. 
Table 112 
DIFFERENCE BETliVEEN MEANS FOR GRADE III AND GRADE IV EXPERIMENTAL GROUPS--
POOTACHIEVEMENT 
Group No. M S.D. S.E.M Diff •M S.E.Diff. C.R. (T) 
Grade III 
Experimental 193 36.56 12.78 .92 
2.78 .97 2.865 
Grade IV 
Experimental 128 39.34 3.51 .31 
The difference between means of the Grade III and Grade IV experi-
mental groups (Postachievement) is 2.78 in favor of the experimental group. 
The critical ratio of 2.865 is statistically significant. 
---
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Table 113 
DIFFERENCE BETWEEN MEANS OF GRADE III CON'IROL 
AND GRADE rv EXPERIMENTAl. GROUPS-POSTACHIEVEMENT 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Grade III 
Control 206 38.44 17.13 1.20 
.90 1.23 .731 
Grade IV 
Experimental 128 39.34 3.51 .31 
I 
The difference between means of the Grade III control and the Grade IV I 
experimental groups (Postachievement) is .90. The critical rat ruo of .731 
is statistically insignificant. 
Table 114 
DIFFERENCE BETWEEN MEANS OF GRADE III EXPERIMENTAL 
AND GRADE IV CONTROL GROUPS-POSTACHIEVEMENT 
Group No. M S.D. S.E.M Diff.M S.E.Diff. C.R. (T) 
Grade III 
Experimental 193 36.56 12.78 .92 
.56 .96 .583 
'I 
il 
Grade IV 
Control 197 37.12 4.62 .33 I 
I 
II 
The difference between means of the Grade III experimental group and 
the Grade IV control group (Postachievement) is .56. The critical ratio 
of .583 is statistically insignificant. 
~ - - - -- ===- ---=-= =--==-
r Table 115 
DIFFERENCE IN GAIN BETWEEN GRADE III AND GRADE rl CONTROL GROUPS 
Grade III S.E. Grade IV S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
12.75 1.15 8.85 .86 3.90 1.43 2.727 
The difference in gain between Grade III and Grade IV control groups 
is 3.90 in favor of Grade III. The critical ratio of 2.727 is statisti-
cally significant, in favor of Grade III. 
Table 116 
DIFFERENCE IN GAIN BETWEEN GRADE III AND GRADE rl EXPERIMENTAL GROUPS 
Grade III S .E. Grade IV S.E. Diff. S.E. C.R. Gain Diff. Gain Diff. in Gain Gain 
11.98 1.18 10.83 1.08 1.15 1.59 .723 
II 
II The difference in gain between Grade III and Grade IV experimental 
h 
11 groups is 1.15 in favor of Grade III. 
statistically insignificant. 
The critical ratio of .723 is 
- '*-
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Table 117 
DIFFERENCE IN GAIN BETWEEN GRADE III AND GRADE rl 
CONTROL AND EXPERIMENTAL GROUPS 
Grade III S.E. Grade rl S.E. Diff. S.E. 
Control Diff. Experimental Diff. in Gain Gain C .R. 
Gain Gain 
12.75 1.15 10.83 1.08 1.92 1.57 1.222 
The difference in gain between Grade III and Grade IV control and 
experimental groups is 1,92 in favor of Grade III. The critical ratio of 
~~ ~fr· 
·-"'- \.: 
1
111 
1 1.222 is not statistically significant. 
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CHAPTER IV 
S~~y AND CONCLUSIONS 
The purpose of this study was to help determine whether the use of 
the keyboard and piano class techniques (i.e., keyboard-experience) for 
all children would contribute positively to general musical development. 
The data were analyzed to ascertain: 
1. The effect of I.Q. scores on musical achievement. 
2. The effect of musical aptitude scores on musical achievement. 
3. The effect of sex differences on musical achievement. 
4. Difference in musical achievement between children in Grade III 
and children in Grade IV. 
5. Difference in musical achievement between the traditional vocal 
approach and the keyboard experience approach. 
Tests were administered to 1304 children in January and May, 1953. 
On the basis of these tests, two groups were formed of approximate equality 
1 
in chronological age, intelligence quotient, musical aptitude, and musical 
pre achievement. All data reported are based on the 724 children in these 
two groups. 
II 
I 
I 
The difference in gain from the Januar,y preachievement tests to the 
May postachievement tests for Grade III control and experimental groups is 1 
but .77. 
The control group gain for this period is 12.75 which is a statisti-
cally significant gain. The experimental group gain for the same period 
~ n 
- ... . · 
is 11.98 which is also a statistically significant gain. 
A computation of the difference in gains between control and experi-
mental groups of Grade III yields a critical ratio of but .469 in favor of 
the control group. This difference in gain is statistically insignificant. 
1 carefully organized traditional procedures of music teaching over the 
experimental keyboard experience procedures for Grade III. 
The difference in gain from the January preachievement test to the 
May postachievement tests for Grade IV control and exper:i.Jilental groups is 
1.98. 
The control groups gain for this period is 8.85 which is a statisti-
1 cally significant gain. The experimental group gain for the same period 
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is 10.83 which is also a statistically significant gain. 
A computation of the difference in gains between the control and ex- I 
perimental groups of Grade IV yields a critical ratio of 1.445 in favor of l1 
the experimental group. This critical ratio is below the criterion level 
of significance designated for this study and so is not a statistically 
significant gain. 
Though control and experimental groups both showed gains which were 
statistically significant, the difference in gains for either method in 
the fourth grade proved to be statistically insignificant. 
II An analysis of final gains of quartered data on the basis of intelli- I, 
gence quotient for Grade III yields the following: ~I 
1. The first and third quarters (I.Q.) attained statisticallY 
significant gains from January to May. 
2. The gains of the second and fourth quarters (I.Q.) are statisti~ 
cally insignificant. 
3. The difference in gain between the first and second quarters (I.Q.) I 
is 1.95, a statistically insignificant gain. 
4. The difference in gain between the second and third quarters (I.Q.) 
is 4.95 in favor of the third quarter. This gain is statistically signi-
ficant . 
5. The difference in gain between the third and fourth quarters (I.Q.) I 
' 
is 5.85 in favor of the third quarter. This is a statistically significant 
gain. 
6. The difference in gain between the first and fourth quarters (I.Q.) 1 
is 2.85 in favor of the first quarter. This is above the criterion level 
of significance for this study and may be considered a statistically sig-
' nificant difference in gain. 
7. The critical ratios of the differences in gain between the Grade 
III quarters (I.Q.) are all statistically insignificant. 
It would seem reasonable to assume that the various quarters (I.Q.) 
of Grade III would have no superiority, one over the other, in the musical 
achievements considered in this study. 
A computation and analysis of the final gains of quartered data on 
the basis of intelligence quotient for Grade IV yields the following: 
1. The first, second, and fourth quarters (I.Q.) achieved statisti-
cally significant gains from January to May. 
2. The gain of the third quarter (I.Q.) for this period is statisti-
cally insignificant. 
.· 1 __ ~; 
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3. The difference in gain between the first and second quarters (I.Q.) jl 
is 2.95 which is a statistically significant gain. 
4. The difference in gain between the second and third quarters (I.Q.) IJ 
is 4.20 and is statistically significant. 
5. The difference in gain between the third and fourth quarters (I.Q.) I 
I 
1
1 
is a statistically significant 4.55. II 
jl 
il 
I 
6. The difference in gain between the first and fourth quarters (I•Q.) 
is 2.60 which is a statistically significant gain. 
?. The critical ratios of the differences in gain between the Grade 
IV quarters (I.Q.) are all statistically insignificant. 
It appears that there is no significant difference in gain in musical 
achievement between the various quarters (I.Q.) considered in this study. 
An analysis of the difference in final gains on the basis of sex in 
Grade III yields the following: 
1. The boys of the control group in Grade III attained a mean gain of 
•78 over the mean gain of the girls. The critical ratio of .359 shows the 
gain to be statistically insignificant. 
2. The girls of the experimental group in Grade III achieved a mean 
I 
I, 
jl gain of 4.47 and a critical ratio of 2.416. The difference in gain is not 
I 
II 
II 
statistically significant. 
3. Though the experimental group showed gains that were statistically II 
significant and the control group did not, a computation of the difference \ 
in gain proves the gain in favor of the experimental girls to be statisti-
cally insignificant. 
There does not appear to be a true statistically significant differ-
ence in gain between the girls and bo.ys of Grade III experimental and 
II . --- . :_\ !_ 
control groups. 
A computation of the difference in final gains on the basis of sex 
in Grade IV yields the following: 
1. The girls of the control group in Grade IV attained a mean gain of 
2.19 over the gain of the b~s. The critical ratio of 1.089 proves this 
to be statistically insignificant. 
2. The girls of the experimental group in Grade IV achieved a mean 
1 gain of .39 and a critical ratio of .143. The difference is statistically ' 
II insignificant. 
I 3. The difference in gain of 1.80 is in favor of the control girls in 
Grade IV. The critical ratio of .532 is not statistically significant. 
There does not appear to be a true statistically significant differ-
ence in musical achievement gain between the Grade IV bo.ys and girls of 
this study. 
An analysis of the final gains of quartered data on the basis of 
musical aptitude yields the following: 
1. The first, second, and fourth quarters (Musical Aptitude) achieved 
statistically significant gains from January to May. 
2. The gain of the third quarter (Musical Aptitude) for this period 
was statistically insignificant. 
3. The difference in gain between the first and second quarters 
(Musical Aptitude) is 1.08 which is not statistically significant. 
4. The difference in gain between the second and third quarters 
(Musical Aptitude) is 2.27. This is below the criterion level of signifi-
cance for this study. 
I 
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5. The difference in gain between the third and fourth quarters 
(Musical Aptitude) is a statistically significant 3.26. 
6. The difference in gain between the first and fourth quarters 
(Musical Aptitude) is .09. This is statistically insignificant. 
7. The critical ratios of the difference in gains between the quarters 
(Musical Aptitude) for Grade III are all statistically insignificant. 
There does not appear to be a true statistical difference between the 
quarters (Musical ·Aptitude) in Grade III. 
The final gains of quartered data on the basis of musical aptitude 
for Grade IV yields the following: 
1. ~~1 quarters (Musical Aptitude) in Grade IV attained statistically 
significant gains. 
2. The difference in gain between the first and second quarters 
11 (Musical Aptitude) is a statistically significant 5.75. 
3. The difference in gain between the second and third quarters 
(Musical Aptitude) is 1.35 which is not statistically significant. 
4. The difference in gain between the third and fourth quarters 
(Musical Aptitude) is 1.15. This is not a statistically significant gain. 1 
5. The difference in gain between the first and fourth quarters 
(Musical Aptitude) is 5.55 which is statistically significant. 
An examination of the critical ratios shows that the difference be-
tween the gains of any two quarters is statistically insignificant. 
An analysis of the difference in gain between Grade III and Grade IV 
yields the following: 
1. The difference in gain is 1.92 in favor of the Grade III control 
• 
A 
.li. 
group over the Grade IV experimental group. 
2. The critical ratio of 1.222 indicates that there is not a true 
statistically significant difference between Grade III and Grade IV groups 
in this study. 
Analysis of the foregoing seems to indicate that the difference in 
musical achievement gain between Grade III and IV control and experimental 
groups is statistically insignificant. 
Implications for Teaching 
1. In consideration of the fact that there was no statistical signi-
ficance between control and experimental performance at either the third 
or fourth grade level, it would seem reasonable to assume that either 
method carefully organized and presented with due care for individual dif-
2. The control procedures seemed to be more effective at the third 
grade level. 
3. The experimental keyboard experience procedures seemed to be more 
effective at the fourth grade level. 
4. It appears from the maturation level of children in Grade IV in 
terms of instrumental interest, digital dexterity, keyboard ability, and 
readiness for JllllSieal skill areas that it would be profitable to place II 
formal theory in Grade IV. 
5. It appears that musical aptitude is a minor factor in the positive 
achievement of primary music skills. 
6. There does not appear to be any correlation between intelligence 
J 
I 
I 
1 
quotient score standings and success in achievement of primary music 
II 
II 
,, 
I 
I 
I 
skills. 
7. There does not appear to be any statistically significant differ- II 
I 
ence in the achievement of primary music skills between boys and girls. 
8. The keyboard experience program would appear to have implications 
as a teaching tool; as a teaching device integrated with traditional pro-
cedures rather than as a separate and distinct series of procedures. 
--- -- - ---~---
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CHAPTER V 
SUGGESTIONS FOR FURTHER RESEARCH 
1. A follow-up study, using the same population, to determine the 
extent of carry-over for experimental and control proceedings at later 
grade levels. 
2. An experim.ental study of keyboard experience and traditional pro-
cedures at the fifth and sixth grade levels. 
3. Studies of the possibilities of keyboard experience procedures for 
teacher-training purposes. 
4. Standardization of tests of musical aptitude for Grade II or 
i! Grade III. 
5. Standardization of tests in primary music skills for Grade II or 
Grade III. 
6. Analysis of essential primary music skills to determine the 
relative order of difficulty of these elements. 
?. Studies of music reading-readiness problems. 
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KEYBOARD EXPERIENCE 
General Information for Teachers 
I Keyboard Experience is making use of the piano keyboard as an aid 
to the teaching of music fundamentals: 
A. Procedures do not aim to teach children to play piano, but 
rather to: 
1. Help children to sing on pitch 
2. Help children to understand the concepts of: 
a. whole and half-step intervals 
b. diatonic steps 
c. keyboard plan 
d. construction of major scales 
e. construction of key signatures 
3. Help children to locate the starting tone of songs 
4. Help children to acquire a feeling for harmony 
5 • Help children to understand hov accompaniment en-
hances a melody 
6. Help children to learn to use Tonic, Subdominant and 
Dominant chords as accompaniment to songs they sing 
B. Suggested Approach 
1. Learning the location. of notes on the piano keyboard 
2. Using the piano to give the pitch for our songs 
3. Learning to play little fiTe-finger songs 
4. Learning to use both hands to make our songs more 
interesting 
c. Suggested Procedures 
1. Students should take turns at the piano. One or more 
pupils should be at the piano at all times. 
2. The music program i8 a success if we avoid drill ••• 
for its own sake. 
3. Teach music fundamentals only as fast as the class can 
understand. Accomplishment, therefore, of the pro-
gress of each class will vary. 
4. Superfluous information regarding music is avoided. 
Teach only those problems that arise in the children 1 a 
acquiring of musical experiences. 
5. Most songs will be in the key of C - G - D - A - E -
and - F - Bb - Eb - Ab. It is well to confine the 
discussions of key signatures to the keys arising in 
the songs. 
6. Each of these lessons should utilize about 10 minutes 
of each scheduled 20 minute .music lesson. 
7. Have a quick review of the previous lesson (s) before 
going on~ time. 
LESSOll I 
GETTING AOq.UA.INTED WITH THE KEYBOARD rr I 
I 
With the paper keyboards on the students' desk, they may quickly I I 
learn the location of each note. The first observation that should be 
made is the pattern of the keyboard, that is, that the black keys are 
in groups of twos and in groups of threes .••• it helps to impress this 
on the classes' mind by having them touch the two black keys, then the 
three black keys, as the teacher says (in rhythm) "two, three; two, 
three; two, three;" etc., etc. 
Having become acquainted with the black keys, the students are 
ready to locate notes by name. 0 is usually located first, and the 
location is described as the white key to the left of the two black 
keys. 
2 3 2 2 3 2 3 
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All the white keys are named for the letter names of the ~phabet 
from A to G, and the order of the letter names is the same as that of 
our alphabet. Now that. students know the location of c, it will not be 
hard for them to locate D, then B. From c, the class will quickly find 
any note the teacher calls. The location of the notes becomes more 
firmly entrenched, if one teacher asks them to place their finger on 
every location on the keyboard of that tone, she calls, for instance, by 
saying "find a c--another, another, and another." 
- ~ -- ~ r- - r-r-
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To make use of this acquaintance .with the white keys, songs be-
ginning on white key tones (no sharped notes or flatted notes) may be 
selected from your classroom song text, asking students to take turns 
This little song presents the project of locating the proper 
starting tone. The students have learned the location of the white 
keys by letter name, so we can tell them this song begins on a c, and 
to locate a c on their paper keyboard (at least one student working at 
the piano keyboard at all times). 
Each student may place his finger on airy- one of four C 1 s found on 
the keyboard. He will find, . by playing at the piano,. some C 1 s are too 
high and others are too low for singing, introducing the problem of 
how we can tell which tone the music. tells us . to start on. In this 
particular instance, we wish to find middle c. Middle C is so named 
because it is located in the middle of the piano; that is, it is the 
white key to the lett of the two black keys that are nearest to the 
key hole or the trade name of the piano. 
t 
"Middle 0 11 Key Lock TraQ.e Name 
Front View of Piano 
On a full keyboard, there are 88 keys. Middle C is the 24th white 
key from the lowest tone. We call the C nearest the middle of the 
paper key'Qoard middle c. 
Of course, middle C is really so named because it is the bridge-
note between the bass clef and the treble clef, however, we postpone 
this observation until the 8tudents may make use of this information. 
LESSON II 
Review material of Lesson I 
Copy first line of notes on the blackboard and then teach song 
"Autumn Leaves" by rote, using words and then syllables. (do, re, mi, 
fa, soo, soo, soo, fa, mi, re, do) 
At the beginning of our -keyboard experience we learned that our 
music alphabet is in the same order as our reading alphabet, therefore, 
if our song begins on "C" what is the letter name that comes after "C"? 
Of course it is "D", so our next note is "D", then follows "E", "F", 
"G"• Then we descend in this song from "G" to "F" 1 "E", "D" and finally 
"C" with the entire process being repeated on the second line of music. 
Following is a tune which is really nothing but a scale starting 
on "C"• Teach the syllables (do, re, etc.) and then the words -- all 
by rote. Write the first line of notes on the blackboard and have the 
class name the letter names of the song (c, D, E, F, G, A, B, C). 
Have the class locate each tone on the keyboard (with ~finger). 
No drill or emphasis need be introduced at this time. Have the children 
take turns at the piano while the remainder use their paper keyboard 
charts at their desks. Teacher should walk around observing-correcting 
fingers on charts and listening to the piano performance. 
' 
n IV 7 
~...- ' I J A I J 
~~ I ,A 
I I 1;- - w I •I we go, 
do re mi 
Can you name 
do re mi 
--
t 
I I 
I .J. 
-
one by 
fa BOO 
' J J 
all the 
fa soo 
By this time students should be able to: 
1. Find five 11 C's 11 on the keyboard 
I 
Name The 
t 
I 
I 
--~ 
1 
' 
one to 
la t1 
F 
notes you 
la ti 
--
Notes 
2. Sing 11Autumn Leaves" and "Name the Notes 11 three ways: 
a. words 
b. syllables (do, re, etc.) 
c. letter names (0, D, E, etc.) 
I 
-~ = = 
I 
~ 
I 
_I_ 
non 
do 
see? II 
do II 
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LESSON III 
Review letter names of "C" scale ascending and descending -- i.e. 
c, D, E, F, G, A, B, C; C, B, A, G, F, E, D, C. Be sure to have scale 
written on blackbo~. Use pointer and point to various notes asking 
for letter names and then for syllable names. Have the children locate 
the notes under discussion at the piano and at their desk keyboards. 
Using class song books select new songs and have the class find 
"do". Then the class may locate the first note of each selection on 
their keyboard. If we find a song beginning on the following, 
~r"\. ,, ,. 
U..!..l 
the class can next locate this note in relationship to "middle en. 
How many tones above "middle en is the starting tone? Let's count 
lines and spaces to find out: 
(+) 
It is the third tone from "middle en, so we count our white keys from 
"middle en three tones ("middle en counted as the first tone), and we 
come to the following on our keyboard: 
,.1" 
,. .. 
"Middle 011 Starting tone 
In following our sequence of the alphabet, we also find this note• s 
letter name is "E"• 
It is well to use this procedure on all/many songs until every 
child in the class can easily locate the starting tones of the songs to 
be sung. It will not be long before the teacher may call on any member 
of the class to quickly go to the piano and play the starting tone of 
any song the class is to sing. There is little f ormal drill involved 
in teaching this, it is merely the constant repetition of the procedure 
as songs are to be introduced. 
----~-
LESSON IV 
Reviewt 
1. Finding "do" (# and b signatures). 
2. Finding starting note (on keyboard) of songs from class 
singing text. 
3. Naming syllable ot starting tones. 
4. Naming letter name ot starting tones. 
At this point teach how the fingers are numbered for keyboard 
playing. -Have each child use a large sheet of paper (horizontally) and 
direct them to trace and number as indicated on the next page. 
Left Hand 
HOW THE FINGERS ARE NUMBERED 
TRACE THE LEF.r HAND 
Place the left 
hand in the space 
below and outline 
it with pencil. 
Number the fingers 
starting with the 
thumb as number 1. 
(See diagram} 
TRACE THE RIGHT H).ND 
Place the right 
hand in the space 
below and outline 
it with pencil. 
Number the fingers 
starting with the 
thumb as number 1. 
(See diagram) 
Right Hand 
With the right hand on the keyboard (thumb on "c") have the children 
play, finger and sing four wayst' 
t This is up. This ia down. Let's go up and down. 
4 do, re, mi- mi, re, do-- do, re, mi, re, 4 
4 1, 2, 3-- 3, 2, 1-- 1, 2, 3, 2, 4 
4 c, D, E-- E, D, c-- c, D, E, D, . 4 
Continue the same procedure for the · following two tunes: 
' go - ing up four - - com - ing down four - -
3 1 4 2 3 
3 do re mi 4 
3 c 4 D E 
4 Let's ·. go up 4 
4 c D E 4 
4 1 2 3 4 
4 do re mi 4 
4-- 4 3 
fa - - fa mi 
F-- F E 
to here - - - Let's 
F G--- G 
4 5 - - -
fa so - - - soo 
2 1--
re do - -
D c--
come down a-
F E D 
4 3 2 
fa mi re 
PRECEDING THREE TUNES ARE NOTATED ON THE NEXT PAGE. 
do. 
1. 
c. 
gain. 
c 
1 
do 
. 'C ""l 
\ ~1:..,5 
' 
'I 
RIGHT HAND ALONE 
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This is up. This i s down. Let's go up and 
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I 4111. 
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..J"T 
-
Q I ., ... I 
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Go---ing up four. Com---ing down four. 
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-
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__.. 
-
.. ...I. I 
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Let's go up to her e. Let's come down a -
1 
"' 
·-
J ,
~-
.J 
+ gain. 
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LESSON V 
Now that the children are beginning to use all five fingers of the 
right hand on the keyboard we may teach correct hand position. 
Teach the children to cup their hand as though they were holding 
an orange or a ball1 then place the tips. of each finger on the keys. 
D E F G 
The tendency of the . students will be to hold each finger down after 
they play each note,. causing all five tones to be muffled. Each key 
must be released after the note has sounded, so it is well for the stu-
dents to practice. placing each finger down on the . paper .. keyboard hard 
enough to be heard, then raising them immediately. 
Practice going ~ and down this five tone seale several times 
(Remember to always have some student or students working at the piano). 
Keyboard Imaginary Ball 
Right hand position 
Right hand fingering 
LESSON VI•VII 
ONE THREE FIVE 
;'~ 
I 
..... 
' If ""' I I I _l _l .J. ~  ""' I .... ...... l ' ' ' -' ~~ .. _. - ~ .-1 ----~ ~ .. - - ..... -One three five, One three five, this is the start-ing chord; 
" 
..,. 
~ 
I 
' r"'\ -
_. 
..l 
IJ 
-
-
-
- ~
--~~-- 111111~ - • 
when you play one three five all at one 
-
c~ .. ~-
time ------------
Teaching Steps 
1. The teacher should first sing the song. 
2. Teach the song with words to the class by rote (imitation), one 
phrase at a time. 
3. Note the direction of the melody (when it ascends and when it 
descends) and show with the hand. 
4. Place a staff on the blackboard and write the notes on it. 
5. Teach the words (and meaning) "staff", "measure", "bar line", and 
•double bar line"• 
6. Direct the attention of the class to the tune and sing words, syl-
1ables and then letter names. 
7. The words of the song tell what fingers of the. right hand we use to 
play the first two measures. 
a. Teacher, with hand in air, should sing and indicate finger numbers 
: '· ? 
. , ..._,. 
I 
! 
F-===*==========================================================~=======-
for piece. Then class sings and moves proper fi~ers in air. 
(Right hand only) 
9. Have the class place their right hands on the keyboards in proper 
position for piece and, by finger numbers, sing and play piece 
with the right hand. :Be sure to keep all playing at a moderate 
tempo and exactly together. Also, when pupils play together, 
start them with a 11 Ready, playlt spoken in the rhythm of the chosen 
tempo. 
10. After children have played the piece on their keyboards, they may 
start going to the piano, two, or even three at a time. The 
others will continue playing at the keyboard and a game may be 
made out of seeing how quickly the children can return to their 
seats while others take their places at the piano. Teachers 
should watch the keyboards instead of just listening to the piano. 
If the class has too much difficulty, they should play the piece 
with fingers in the air again. Those pupils that master the piece 
first may help those who are a little slower, and in this way the 
teacher will not have quite as ~Y to watch at once. 
Select two or three new tunes from the class singing text. Class 
should: 
1. Find lldo 11 , give its letter name, and locate on keyboard. 
2. Name syllables (speaking) of all notes in the songs ••• at this 
point ignore rhythm and note values--concentrate on proper 
syllable names. 
3. Sing syllables, concentrating on proper pitch sounds and intervals. 
Refer as needed to piano., to keyboard, and to 11note-ladder• on 
blackboard: 
r-
do 
n 
l_a 
soo 
xa 
llll. 
1'8 
__9Q 
...., , 
.... 
4. Name all notes in songs by letter names (C, D, E, F, etc.) as well 
as by syllables. Teach that we are learning~ ways of naming 
tones: 
a. 'By syllable names which change in each key. 
b. By letter names which always remain the same for each 
line and/or space. 
'4 
LESSON VIII 
Review song "One-Three-Five" of previous lesson with particular 
attention to the first ~ measures. The two or three children at 
the piano play measures one and two with the class singing the words. 
Now have the children at the piano play' the three tones (1-3-5) 
at one time. We now have a chord (sometimes called a triad--three 
tones) which is used to supply harmony or accompaniment. The class 
may now play the following on their deSk keyboards together with the 
pianists ---------- in slow rhythm: 
Review tunes (Singing in unison) 11 Row, Row, Row Your ::Soat 11 , 
"Three :Blind Mice", and/or 11Are You Sleeping" (Frere Jacques). 
The one chord (1-3-5 starting on 11 01 ) lll8Y' be used to accompany the 
above rounds. Use three children at the piano and the remaining 
children play on desk cardboard keyboards as they sing. 11Row, Row, 
Row Your ::Soat 11 uses four chords per measure; "Three Blind Mice" uses 
two chords per measure; and "Are You Sleeping" uses four chords per 
measure. 
Now have the class sing them as two or three part rounds and add 
accompaniment. 
LESSON IX 
This lesson deals with the naming of the kel tunes used in singing 
texts. 
Teaching Steps 
l. Select any songs (children using their books) from the text. 
2. Have the class find 11 do 11 • 
3. Each child mq now find 11 do 11 for this tune on their keyboard. 
\ 
4. Class then gives letter name of 11 do 11 (0, D, E, J, etc.). This 
is the kel of the piece. 
Thus for the following tune: 
I -II' I' 
• 
The children will call the sharp 11 ti". and descend (counting lines 
and spaces) to 11 do 11 • They find 11 do 11 on the second line of the staff. 
- · 
What is .the letter name of the second line? 11 G"! Therefore, this 
piece is in the key of 11 G11 • 
Select other songs from the text with two sharps (I), three sharps 
and with four sharps in the key signatures. Remember that we ca.l.l the 
last (furthest to the right) sharp 11 ti 11 • 
LESSON X.:.XI 
Review 
1. Singing and pl~ing (on keyboards and at piano) of tune "One-
Three-Five". 
2. Finding "do" and name of key utilizing new tunes with one, two, 
three and four sharps in the key signature. 
3. Find starting tone at the piano and at the keyboard for all thei 
songs. 
It would be interesting for the students now, to learn to play the 
chord as well as the starting tone for their songs. 
After "do" has been located and the name of key ascertained the 
children should place their thumb (finger ll) on "do" or key-note. The 
next step is to sing and play 11 do-mi-soon (one-three-five) in the new 
key. 
Example 
America 
11
.1merica11 has 11 do 11 on the second line. The name of the second line 
is "G" so we are in the key of "G". 
The children should place the thumb of the right hand on "G11 , the 
=-==-=-tF====-~-~~==========~~·=-~-~~~~======~============~==-=~===-~·- -
third finger on 11:811 and the fifth finger on 11D11 • Play one-three-five; 
sing 11 do-mi-soo11 and then sound the three tones as one chord on keyboard. 
--i.e. Chord for starting 11.A.merica.11 • 
For practice purposes teacher may select other tunes (from the 
class text) with one-sharp in the key signature (key of G) and repeat 
the foregoing procedure. 
Note that if the song has !!2. sharps or flats in the key signature, 
it is in the key of "C" and the 1-3-5 or •do-mi-soo" tones are C, E, G. 
We should now develop facility in naming and playing starting notes 
for any piece and to play starting chords for tunes in the key of 0 and 
G. 
LESSON XII 
REVIE\f LESSON 
1. Find "do" in t'Wles with one, two a.n.d three sharps and in tunes 
with one, two and three flats in the key signature. (use texts) 
2. Name and then sing, for reading practice, two or three tunes 
all the wa;y through syllables only. 
3. Speak the letter names of all the notes in one new t'Wle. 
4. Find a.n.d play the starting chord for two unfamiliar songs in 
text book ••• one should be in the key of C and the other in G. 
5. Sing and play "One-Three-Five 11 tune. 
LESSON XIII 
Select a song with one flat in the key signature and have the class 
find 11 do~. Find the letter name of 11 do 11 • Thus for the following tune: 
AMERICA. - in F 
The class will call the flat "fa• and descend (counting lines ~ 
spaces) to 11 do 11 • They find 11 do 11 on the first space of the staff. What 
is the letter name of the first spacet "F 11 ! Therefore, this tune is in 
the key of "F". 
After "do" and the key have been located the children should place 
their first finger (thumb) on the key-note or 11 do 11 ••• in this case on 
11F 11 • The next step is to sound 11F" and sing and play 11 do-mi-soo 11 (using 
fingers l-3-5) in the new key----sounding the chord of 11 F11 (or F-A-C). 
Practice this procedure on a number of other unfamiliar tunes from 
the book that are written with one flat in the measure signature 
i.e ••• key of "F". 
Review 
1. Finding first note and first chord of pieces with sharp key 
signatures. 
2. Naming letter names of one unfamiliar tune. 
3. Singing syllables of one new tune all the way through. 
~==~============================================================== == ~======~ 
LESSON XIV 
Now that the class is familiar with the white keys, the black keys 
are our next consideration. The black keys on the keyboard are the 
sharp and flat tones. 
Every black key has ~ names. One is a sharp name and the other 
is a flat name. 
Have each child place the right thumb on 11 0 11 • To· play 11 0# 11 the 
second finger must go to the first black key above -- or to the right. 
"O" "oftt 
Found on staff like this: 
or this: 
Ll .• ~_11._ 
I! - •• 
The sharp being indicated 
in the signature. 
Therefore, the black key nearest the right of a white key sharps 
the white key. For example, as we have seen the black key to the right 
of 11 C11 is 11 0# 11 ; the black key to the right of "D11 is "DI"; to the right 
of 11F11 is 11F# 11 ; to the right of "G11 is 11 Qff 11 ; and to the right of U.A,It is 
Rave the chi ldren locate on their keyboards (and at the piano) the 
c Off D Dff E F F1/t G 
... 
1 
II" 
II 
-""' ~ II 
., 
"""' 
0 ,:i[C) .... 
. -fl- a,y.1f ~A g Jf l;J B __. ,. c 
, 
'J .I 
-
~ 
~ .. ~ ~ s t:::::J ~ LJ ., ..... •• 
-
3 
1 
If the boy is standing on step number l, number 2 is higher, and 
he would raise himself if he stepped up to step number 2. This is how 
sharps work. 
LESSON XV 
Review the black keys as sharp tones ••• i.e. The use of black keys 
to raise the pitch from its namesake. -
This lesson will teach the flat name of each black key. As the 
children give the flat name of a black key have them speak the sharp 
name too. 
Have each child play "D1 on the keyboard. To flat it they must 
play the first black key below-- or to the left. 
Found on staff like thisl 
Therefore, the black key nearest the left of a white key flats 
the white key. For example, the black key to the left of "D" is 11Db 11 ; 
the black key to the left of "E" is "Eb"; the black key to the left of 
11A11 is "Ab11 ; the black key to the left of ":B 11 is ":Bb 11 • 
Have the children locate on their keyboards (and at the piano) the 
following: 
~" c D Db E Eb F G J 
{j r""\ I 
-1\i Lilli I 
-
.. J.,; - ~ 
-~ 0 {;I (;;I ._, Ill'-
Gb A Ab :B :Bb c 
... 
I I 
v I I 
-
.... 
-
~ 
"""' .... ~ "~ r../ ~ ....... .... "-""' 
_,J ., ....... 
. .r. r.r 
i -. . 1 
b~ 
3 
2 
Step number 2 is now lower. and if the boy stepped down to step 
number 2, he would lower himself. This is how flats work. 
Have the children locate on their keyboards the following tones: 
it will be helpful to call, 11 Find "Df"; _:__ another 0 DJI/: 11 ; another 11D/r 11 ; 
Find "F#"; another, another, another. Find 11Ab 11 ; another, another, 
another, etc. 
At this point the attention of the children should be concentrated 
on the faet that each black key on the keyboard bas ~ names. 
In general when the melody is ascending (going up) the sharp names 
are used; and when descending (going down) the flat names are used. 
The musical term 1 enbarmonic 11 is used to describe the dual naming 
of one sound. A good illustration of the two ways of naming or 
spelling one sound is by referring to this practice in terms of la.ngu.a&e 
Thus, the word 11wood11 and the word "would". In this analogy the same 
sound is spelled in two ways and has two entirely different meanings. 
In the following example there is one sharp in the key signature: 
Note that it is on the top or fift~ line; that is, the oblique 
lines (:) are on each side of the top line , meaning that every "F" 
in the song is to be sharped and to be called"~". Remember not only 
every note on the fifth line is sharped, but all 11 F•s 11 anywhere (in this 
tune) are to be sharped - including any notes on the first space. 
You can see that this key signature is merely a device to save 
placing a sharp in front of every 11F11 in the song and the signature re-
minds the performer to sharp every 11 F11 in this piece. 
Example: 
In this piece every note will be played on the white keys with the 
exception of the 11 F's 11 • Thus the signature tells us to play the second 
tone as "Ff11 ; the second note in the second measure as 11 ll'i' 11 ; and the 
next to the last note as "~". 
====~~=-=-==-~========================================================~~=----
LESSON XIX 
Select a 1umber of unfamiliar tunes from the song texts having but 
one sharp in the key signature ( 1 do1 on the second line --key of 11 GH) 
and have the class play them on their keyboards and at the piano (with 
one finger). We are particularly anxious that all 11F's11 are played as 
H .. . as indicated by the key signature. 
Select several familiar/known tunes from their books with one sharp 
in the key signature ("do 11 on the second line - key of "G11 ) and have 
the class play them on their keyboards and at the piano (with one 
finger). See that all 11F's 11 are pleyed as "Fir" •.• as indicated by the 
key signature. 
LESSON XX...-XXI 
In the following example there are two sharps in the key signature 
...• "FI", with which we have become familiar, and 11 01 11 • 
The composer by means of this key signature asks us to remember 
.!,:: this ~ to sharp every 11!'" to ""Jll/1:" and every 11 0" to 11 0#". 
Thus every 11F11 and 11 011 in the above should be sharped. These 
notes have been starred as an initial reminder but the music will not 
have this aid to memory. 
Select two unfamiliar songs ·from the books each with two sharps 
in the key signature ( 8Do" on the space below the staff--key of "D"). 
Have the class play them (one finger) while teacher checks the use of 
the proper black keys on 11!'11 and 11 011 • 
~3 
. 1! ),! 
Choose ~ familiar tune and have the class play it (one finger) •••• 
Sharp "F's" and "C's". 
Teach the following song (place words and music on blackboard): 
Songs that end on 11D11 
you will find I'm sure, 
that two sharps the 11 F11 and 11 C11 will be in the sig-n~ ture 
t65 
LESSON XXII 
In the following tune (which should be placed on the blackboard) 
note the three sharps in the key signature: 
Three I ' s have we which you can see, black keys we 
~d· \ J J \ J. I • \ 
play; find them for me. 
The "W'" and "01" in the key signature are familiar from preceding 
lessons. The new, or third, sharp is completely above the staff, and 
the fir st note above the staff is "G", therefore it is "G#" •.. key of "A" 
( 11 do 11 on the second space). 
In the above selection players must remember to sharp all 11Fis11 , 
"O's" and "G'a". How many 11]\f's" can you find! "Oilr's"? "G/r's"! 
Teach the song using syllables, letter names and words. 
LESSON XXII I 
Review 
Select an unfamiliar song from the text with one sharp in the key 
signature and play on piano (3 pupils) and at desk keyboards; one with 
two sharps in the key signature; and one with three sharps. 
For each of the above selected tunes: 
1. Find 11 do 11 and name key 
2. Play first note and first chord ( 11 do-mi-soo 11 ) 
3. Name (speak) letter names of all notes (A, E, C) 
4. Sing once through with syllables 
5. Sing once through with words 
Do not strive for perfection but for growth in reading ability. 
LESSON XXIV 
This lesson will deal with key signatures containing flats (b's). I 
Example: 
II 
The flat on the third line indicates that "B" is to be played as 
0 Bb11 in this piece. Instead of the white key then, the black key just 
below (to the left) will be sounded. 
To find 0 do" with flats in the key signature call the last flat 
(furthest to the right) 11 fa" and count down to 11 do 11 • Then sound the 
11 do-mi-soo 11 chord. 11Do 11 is on the first space. The letter name of the 
first space is 11F11 and so the tune with one flat in the signature is in 
the key of "F". 
In the music following have the class play on keyboards and observe 
the sounding of the proper black key-- 11Bb 11 - the three times indica.-
ted. 
. ~"" 
. ) I 
LESSON XXV 
In the following music there are two flats in the key signature ••• 
11:Bb", with which we have become familiar and 11Eb11 • 
II 
The composer by means of this key signature asks us to remember 
in ~ ~ to flat eve·ry 11 :811 to 11 :Bb11 and every 11E11 to 11 Eb11 • 
In the following example every 11:B11 and 11 E11 should be flatted 
(place the example on the board). Note the high ~ low 11Eb' s". 
Have the children give the letter names of each note in the above. 
Insist on 11B-:f'lat 11 and "E-flat 11 ~ 1l:S" or 11E11 • 
Select two tunes from the text with the key signature of one flat 
( 11 do 11 on the first space -- key of 11 F11 ); 
1. Have class find ~1 do 11 
2. Have class name key 
3. Have class play tune on the piano and keyboards (one finger) 
watch the 11:Bb's". 
.· ,f-. 8 
. ~~- ·~jl 
LESSON XXVI 
When finding 11 do 11 in flat key signatures one-flat poses no new 
problem----i.e. key of 111 11 • 
When there are two flats in the signature, counting down from the 
flat furthest to the right 11 do 11 is on the third line. However, the name 
of the third line is not 11:B 11 because it is already flatted ••••• the key 
is 11:Bb 11 • 
Select two tunes from the text with the key signature of two flats 
( 11Do 11 on the third line----key of 11::Sb 11 : 
1. Have class find 11Do 11 
2. Have class name key 
3. Have class play tunes on piano and keyboards (one finger) ----
watch for 11:Bb 's" and 11Eb' s 11 • 
Review sharp (1, 2, and 3#' s) key signatures. 
. .l.L 
LESSON XXVI I 
When there are three flats in the key signature we find (counting 
down from flat furthest right) that 11 do 11 is on the first line. 
".., .. 
The key, however, is~ 1 E11 because the flat in the fourth space 
reminds us that all 1 E's 11 in this piece become 11Eb11 • Thus the key is 
"Eb". 
Eb 
Select one tune from the text with the key signature of one flat, 
one with two flats and one with three flats: 
1. Have the class find 11Do" 
2. Have the class name key 
3. Have the class play tunes on piano and keyboards (one finger) ... 
watch for proper flat tin& of 11 13 11 , 11 E11 , and "A" as indicated. 
il 
I ·- ·~·1 
I 
LESSON XXVIII 
Review 
1. Finding first tone of songs 
2. Playing the 11 do-mi-soo 11 chord for tunes starting on each of 
the following toness "C"' ''F" and •a.••. 
3. Finding 11Do 11 and naming key of tunes with signatures of: one 
sharp, two sharps, three sharps, one flat, two flats, three 
flats, no fiats or sharps. 
4. Have the class name and then play the following on their key-
boards (copy on blackboard). 
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LESSON XXIX 
Have your class play on the piano and at the keyboards (one finger) 
the following scales .•• identify each key: 
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SPECIAL NOTE TO TEACHERS 
The lesson plans will now concentrate on rhythm or relative note 
values but~ to insure that the children do not lose what has already 
been taught, it suggested that everz new song and repetitions or re-
views of familiar songs include: 
1. Finding 11 do 11 and sounding first tone on piano and on keyboards 
2. Playing first chord of songs. 
3. Naming and singing of syllables in songs. 
4. Speaking letter names of all tones in songs. 
5. Naming key of all songs (use a variety of key signatures in 
selecting songs). 
6. Read through at least one new tune each day on keyboard-piano, 
and by singing with syllables. 
/ 
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LESSON XXX 
On each piece of music you will find the 11 G" clef sign 
which is there to remind us that the name of the second line is "G". 
Therefore. the space above is "Au. the space below nF 11 , etc. 
To the right of the clef ~ign we always find the key signature, 
which we have discussed in previous lessons. 
Next to the key signature is the measure signature vhich consists 
of two numbers written as a fraction. 
Examples: 
A. B. c. 2 4 
The upper figure tells the number of beats or counts in each 
measure of the song. 
The lower figure stands for the note that is to receive one beat 
or count. 
In figure A. above h. the upper 4 tells us that there are four 
(4) beats (or counts) in each measure; the lower 4, that a quarter note 
is to receive one count or one beat. 
In reading the measure signature teach the children to read as: 
11 tt : four-quarter measure 11 ; " ~ : three-quarter measure 11 ; 11 ~ = two-
quarter measure 11 • 
Sample recitation: 
~: 11What does the measure signature ~ mean"f 
(numerals on blackboard) 
:1.?6 
·A: 11 Six-qua.rter measure means that there are six beats or counts in 
every measure and a quarter note receives one beat.•• 
Select a number of tunes from the song texts with different 
measure signatures and ask for explanation of the figures. Choose 
onll measure signatures with a 4 as the lower digit. 
, 
LESSON XXXI 
Review measure signature recitation using ~· ~ and tt. The symbol 
0 often found at the measure signature is the equivalent of tt. 
Teach the following note values and function: 
J J quarter notes = walk, walk, walk, walk 
d d half notes : wa - 1 t , wa .. 1 t 
- whole note 
- ho - o - o - old 
Another means of describing these notes: 
J .1 
d 
-
-
quarter notes : one-beat (or count) note. 
-
-
two-beat (or count) note. half note -
-
= whole note • four-beat (or count) note. 
The teacher may wish to think of these notes in terms of fractions: 
d 
J 
whole (note) equalling four quarters or beats 
half (note) equalling two quarters or beats 
quarter (note) equalling one quarter or beat 
~ .. '~"} ~~ 
. .!._,; 
LESSON XXXII 
Place each of the following rhythms on the blackboard (one at a 
time) and have the class clap, speak, and count as follows: 
clap,clap,clap,clap clap,clap,clap,clap clap,clap,clap,clap 
tt 
.J J J J d d G) 
walk , walk, walk, walk wa.-it wa-it ho - o - o- old 
1 2 3 4 . 1- 2 3 - 4 1 - 2- 3- 4 
clap ,clap clap clap clap clap clap clap ,clap clap ,clap ,clap 
3 J J J J J J d d 4 I 
wa.-it walk walk walk walk walk war-it wa.-it,dot 
1 - 2 3 1 2 3 1 2 - 3 1 - 2 - 3 
c1ap,clap clap clap clap clap clap clap c1ap,clap 
2 J J J J J J j d 4 
wa-it _ walk walk walk walk walk walk wa.-it 
1 - 2 1 2 1 2 1 2 1- 2 
Play the following tune on the piano and keyboards counting aloud 
(thumb of right hand on 11 011 using proper fingers): 
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LESSON XXXII I 
Select two tunes from the song texts consisting of quarter, half 
and whole notes and have the classa 
1. l'ind 11 do • and name the key 
2. Speak through the piece with letter names ( 11F", "G11 etc). 
Insist on proper naming of 11H1s", 11:Sb 1s 11 etc. 
3. Play the first note and then the first ( 11 do-mi-soo 11 ) chord 
4. Sing through the tunes with syllables 
5. Speak and clap the rhythm (as per Lesson XXXII). Observe care-
fully the proper beats for each note----- i.e. 1, 2 or 4. 
LESSON XXXIV 
Heretofore the note values discussed have been the quarter- (one 
beat), half- (two beats), and the whole- (four beats) notes. 
We are now going to learn to divide one beat into two equal 
halves •••• i.e. eighth notes. 
Eighth notes may be written as 
,..., or ·u· Joined... '-' .;, • 
f , t or with the •nags' 
Two of these eighth notes are equal 
to one quarter note and so are (usually) worth half !. beat each. 
Place the following rhythm on the board (the staff is not neces-
sary) and speak as indicated: 
2 
4 
Speak 
J 
walk walk run run run run 
\ 
• walk run run 
Count 1 2 1 2 1 2 
Clap or/ ~ t ~ t ~ t ~ t ~ t l t 
and Tap down up down up down up dow up down up down up 
1 t J d 
Speak run run walk wa-it 
Count 1 2 1 2 
Clap or/ ~ t ~ t ~ t ~ 1 
and Tap down up down up down up down up 
__ {; ( 
To make the two halves of each beat equal is difficult. It is 
therefore helpful to use several devices to say and do. For this reasoz 
we often count the first eighth note as the number of the beat and say 
"and" for the second half of the beat. These counts must be absolutely 
steady and evenly spaced. 
For clappin;; or tappin;;, the arrow indicates 0 down" ( ~ ) and 
11 up11 ( T ) . The 11 down11 arrow ( ~ ) refers to the first half of each 
beat or the impact of the hands together (or of the finger on the 
desk); the 11 up11 arrow ( 1' ) refers to the second half of each beat or 
the hands apart (or of the finger up in the air.) 
LESSON XXXV 
Select one song from the text consisting of quarter, half, and 
eighth notes and have the class: 
l. Find 11 do 11 and name the key and recite measure signature. 
2. Speak through the piece with letter names and then syllable 
names. 
3. Pl ay the first note and then the first chord. 
4. Sing through with syllables. 
5. Play through the piece on piano (three children) and at desk 
keyboards. 
6. Speak, count and clap or tap the note values as in Lesson XXXII 
' tr , .. ,. . 
. ·"· -JJ 
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LESSON XXXVI 
To strengthen the rhythmic training dictate (i.e. Sing to Class) 
the following music. 
Teachin& Steps 
1. Teacher siDgs the phrase while children clap or tap. 
2. Teacher repeats the phrase while children count. 
3. Children take pencil and paper and write the note values 
indicated by the teacher's singing. 
4. Teacher sings the phrase three or four times more. 
5. Examine papers. If the idea has not taken hold, teacher may 
sing and write rhythm on blackboard as she sings. 
Example 1. 
k rx.t l J rr \ J l 
Teacher sings: 1 ta ta,ta ta ta,ta ta-a" 
Class writes: J : t\ ~ .r r) J \\ 
Teacher examines papers and demonstrates on blackboard while 
singing. 
------ - -
Example 2. 
Teacher sings: "ta-a ta ta ta ta,ta ta ta ta,ta ta ta-a ta,ta ta ta-a" 
Class writes: 
Teacher examines papers and demonstrates on blackboard while 
singing. 
LESSON XXXVII 
Put the following exercises on the blackboard (one at a time) and 
have the class play the proper rhythm (on the one note indicated) at 
the piano and with desk keyboards: 
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Call attention to the fact that once a note is sharped in a 
measure, succeeding notes on that line or space are also sharped. Thus 
in the above music the class will play the entire exercise on "Ff1 • 
,1 t- r- I I I I I I I I 
~ I I I I I I I -, 
I 
LESSON XXXVII I 
Teach the following tune by rote: 
LONG, LONG AGO 
Thomas H. Bayly The> mas H. Bayly 
that you love as you loved, Long,long a- go, long a go. 
. . ' fA; 
·''.C.- t 
After the song is learned, haTe one-half the class count aloud as 
the other half sing. 
Then, haTe the entire class clap thebeats as they sing the songs. 
Children take paper and pencil and writes the rhythm notations as 
they sing. Sing as many times as necessary. 
Teacher correct papers and then sing tune while notating on blac~ 
board -- as above. Measure or bar lines are not necessary at this time. 
:_J __ s 
LESSON XXXIX 
Select one or two new songs from the singing text and have the 
class: 
1. Find 1 do 1 and give its letter name. 
2. Play 1 do 11 on the keyboard and then sound the 11 do 1 chord. · 
3. Name and then sing, for reading practice, all the way through 
with syllables. 
4. Name all the notes by letter names. 
5. Pl~ the piece through (one finger). 
6. 
7. 
Sp~ak the words of the poem. 
Speak the rhythm. 
s. Sing the song through with words. 
LESSON XL 
At this point you should teach 11natural accents". Have one child 
say 1-2-3; 1-2-3; 1-2-3: in a rhythmical manner; while the class 
listens. Which of the beats is stronger (louder)? The first? The sec-
ond! The third? Yes, the first beat is stronger. The second beat is 
weaker and the third beat weakest. From this we know that the normal 
accent when there are three beats in a measure is on the first beat. 
Have another child count 1-2; 1-2; 1-2; in a rhythmical manner; 
while the class listens. Which of the beats is stronger? The first? 
The second? Yes, the first beat is stronger. The second beat is 
weaker. From this we know that the normal accent when there are two 
beats in a measure is on the first beat. 
The next step is to do the same for four beats in a measure (1-2-
3-4; 1-2-3-4; 1-2-3-4). From this we should discover that when there 
are four beats in a measure the strongest beat is the first; the next 
strongest is the third beat; the next in succession is the second beat 
with the fourth beat weakest of all. 
Have the class speak the words of a familiar song to illustrate 
how the words have been selected so that the strongest accent comes on 
the first beat always and the remainder as above. 
Continue this procedure with every new song from now on. 
LESSON XLI 
Select an unfamiliar song from the siDging text and have the class: 
1. Find 8 do 11 and give its letter name. 
2. Play "do" on the keyboard and :then sound the 11 do 11 chord. 
3. Speak the syllables throughout the new tune. 
4. Sound "do", the 11do 11 chord, and then sing through with 
syllables. 
5. Name the notes in this tune by their letter names. 
6. Play the piece through on the keyboard (one finger). 
7. Speak the words of the poem. 
8. Give the letter name of the key of this tune. 
9. Recite the meaning of the measure signature. 
10. From the measure signature discuss where the 11natural a.ccents11 
fall (strongest beats and weakest beats). 
11. Speak the rhythm through ( ta, ta, etc.) 
12. Sing the song through with words. 
LESSON XLII~~III 
Introduce ear training by asking pupils to close their eyes while 
you play a chord (c-E-D ••• l-3-5) in the high register. Ask the class 
if you are playing high or low. 
Continue with a few more chords (F-~C; D-Ff'..A) played either very 
high or very low so that it will be easy for the class to distinguish 
between them. 
Next, play an ascending scale ( 0-D-E-F-G-.A.-B-C) and ask the child-
ren if your hand was moving up or down (to the right or the left) • Do 
the same thing with a .descending scale. 
Play a very low 11 C11 (far to the left on the keyboard) and then play 
a very high "C 11 (far to the right on the keyboard) and ask the class to 
tell which tone was higher. 
As the children understand this difference in sound between a high 
tone and a low tone, particularly in terms of listening, the distance 
between the two tones played Should gradually be shortened until there 
is as little as a half step (C.Db) between them. 
The next two sounds that should be distinguished as 11higher11 or 
11lower 11 should be 11middle . O" and the "C" above. Follow this with 
"middle C" and the 1113 11 above. Continue with 11middle C11 as the lower 
tone followed by 11A11 , 11 G", 11 F11 , 11E11 and then 11D11 • 
Of the two tones in each of the following musical examples have the 
class decide whether the second tone (by listening only) is higher or 
lower than the first tone._ •• as played or sung by the teacher: 
Musical Examples on the next page 
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LESSON XLIV-XLV 
Continue the ear training of the previous lesson ••• i.e. discrim-
inating between higher or lower individual tones. 
This lesson will continue the ear training procedure with chords 
replacing the individual tones. TeaCher plays the following two chords 
on the piano with a short interval of silence between each chord ••• about 
two counts. The children are to determine by listening carefully, 
whether the second chord is higher or lower than the first chord. 
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LESSON XLVI-XLVII 
Following are four familiar tunes (fragments) with pitch errors 
deliberately inserted. The children should discover and correct these 
errors. 
Teacher should play or have children play the music on the piano. 
Copy the staff and notes on the blackboard for each example as discussed 
The regular procedure for finding 11do 11 , naming and singing sylla-
bles, etc. should be used. 
After the corrections have been made and the tune sung through with 
the syllables have the class identify the tune . 
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LESSON XLVIII 
J'ollowing are four familiar tunes. Do one a.t a time a.t the black-
board. Have the class: 
1. J'ind 11do" and then the first note. 
2. Speak the syllables. 
3. Sing the syllables. 
4. Speak the rhythm. 
5. Sing the tune with syllables. 
6. Select the proper title from the multiple choice available un-
der each song. 
Note and call to the attention of your class the two dots at the 
double bar (end) of the £irst three pieces. These two dots are called 
11 repeat marks" or 11repeat dots". They serve as a. means of telliDg tlm 
performer to repeat the music a second time. Note also that the fourth 
tune does not have any repeat indicated. 
1-w IL I I 
' 
• 
I" I~ lllllllloa I I I . I T I 
' 
l 
' ll.""' II I I l I • 
_, I 
---- ~ ' ~~~ •I""- _, ..... 
-
~ 
-
~ 
- ' 1 Are You Sleeping 2 Dixie 3 _c:: Jingle Bells 4 Sweet and Low 5 Three Blind Mi 
-
I 
1 America. 
-
• I 
I- I I 1--.-
.-1.• IJ -I -1• n I I _._ __ ,_,, 
- -' - - - I' I -' e - ~ • 
the Be~ti~ 2 Silent Nigh:'3 · ~nd~ Bridge 4 Oh S~a.nna.h 
5 Are You Sleeping 
li., ....._ lilo. I 1111..~1 .._ _..._ I 
I • I ., I I 4. - I"' _I - - - -
~v A • w •· ••• • _. CJ "":'-
• - I I J 
I 
' "' -."" -..-- -,.-
1 America. the Beautiful 2 Jingle Bells 3 Clementine,~ 4 ~illy Boy 
5 Sweet and Low i '~· ' 
pe 
.I 
"., } k.· '· ' 
I 
' I 
'l'r\ ~ 
' ' ll ~ r~ I I I I ,, .. I 
' 
-' I 
' 
I _, I 
--I. ~ A 
_, 
• - .-1 -1 • - ~ I \. .J -r 
-
- - -
I 
... • 
' 
I 1 America 2 Are You Sl eeping 3 Billy Boy 4 Silent Ni ght 
~.JJ. 
' 
I 
I 
~ 
- -
-
- -
I I 
..,j II 
- - - -
- • 
-
_, I 
If ....... I I I I I T 
-
-~ 
~ I I T I ....... ...... ... ·~ -... 
• ' 
,., 
lrr-" JJ.. 5 
Yankee Do odl e 
' 1 .. -
-
~ I I I , ,, I 
-
- - ' 
I 
' 
I I r 
\{, 
"" 
1.- ~ I I -
-
~ I _, -J ~ 
I" J .. .,. IJI 
' 
-- --
l . .., 
-
T 
~ • 
-
·~-~ .lL ~ 
~~ 
' 
-"' 
1/ II I ./ 
~ 
'""""' 
./ 
""~ """ / / 
/ / ' I , , 
/ / 
./ / 
/ / -
, 7 
I 
I 
I 
.. 
\, 
ll 
I 
LESSON XLIX 
Following are ~ measures with an incorrect number of beats de-
liberately inserted. Thus the number of beats per measure (in the in-
correct measures) do not agree with the measure signature indication. 
Help the children to discover where these mistakes occur. Place 
each example on the board as you discuss it. No staff or pitch indi-
cation is necessary. 
Example: 
JJJJ dJ 
1 2 3 4 1-2 3 
In the above example there is ~ beat too many in the first 
measure. (In other cases there may be too few beata in a measure.) 
2 
4 d J.J\o\d.IJJ\df 
~ .rJ .J J d J \ s .r .r .t !.~ 1 r .r.r J l 
~ d .J o\ J d \•l J'J'.l'J'J I dffJ 
~ .JJ-.. t-t JJ)Jt.t\o\Jd d J 
3 
4 d \.I l! .\ \J J f .1' d J J J f !( 
LESSON L 
This lesson provides for a general review of the entire Keyboard 
Experience proJect. 
.APPENDIX B 
COURSE OF STUDY FOR CONTROL GROUP 
-- - 1 
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CONTROL GROUP VOCAL CLASS 
(TRADITIONAL VOCAL PROCEDURES ) 
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LESSON I 
Teach the staff 
4 ,, 
3 
3 2 
1 
.. 
-
The staff consists of five lines and four spaces. 
Have the children point to "fourth line", "second space", etc. 
Teach the "£ clef" ( 'i, ) which is a symbol folllld at the beginniJl& of 
all our music. 
Teach the "key signature". 
Teacher: "At the beginning of music we sometimes see a sign which looks 
like this: r(f ". "Does anybody know what it isT 11 
If they do not know, inform the class that such a sign is called a sharp. 
Teacher: 11At the beginnill8 of music we might also see another sign which 
looks like this: b 11 • 
"Does anybody know what it is? 11 
If needed, inform the class that such a sign is called a flat. 
Teacher: "Today we .a.re going to find 11 do 11 with . sharps. 11 
Tell them that there may be any number of sharps, from one to seven 
inclusive, at the beginning of music. One or more sharps (I) placed a.t 
the beginning of the music is called a key signature. A key signature is 
a. sign . It is a sign to tell us where to find 11 do 11 • 
Write the word "signature" on the board. By erasing the last five 
letters of the word, explain that it is a 11 sign 11 to show us how to find 
I 
"do". 
Write various key signatures on the board, such as: 
._... ~ .JI. AC I 
I "'rT II 1\ M. 1111' JL !J if'tl II.U. :Iii! 
I llii5 ..,... II II 
1,11\ ., t•' II I "' I I .:tili 
\.: ..1 " 
Teacher: 11The most important sharp in the key signature is the !!:!! I 
sharp. The last sharp is the one farthest to the right or the 
one farthest away from the G clef". By writing various sig-
natures on the board drill the position of the last sharp. 
For example: 
~uestion (by teacher): "Where is the last sharp?" 
.Answer (by pupil): 11Third space. 11 
... ,:.~ :· .,_ 
.. •._ 
I 
l 
I 
I 
I 
I 
II 
Q,uestion (by teacher): "Where is the last sharpf 11 
Answer (by pupil): "Second space". 
Require individual answers since class-wise ans\'1ers are misleading. 
Teacher: "The last sharp shows the position of 11 ti 11 • 
Drill finding 11 ti 11 with various sharp signatures. Use signatures 
written on blackboard one at a time as follows: 
1/ 'ft"" J 4P II , I '9P' I' I "'I' I II JJi 
' 
IJ ,, !1:1; 
T, ..,-
When the class can find 11 ti 11 have them count ~ for each of the 
above by syllables to 11 do 11 • This is the key signature above with one 
sharp on the fifth line, calling the fifth line 11 ti 11 ; the fourth space 
11 la11 ; the fourth line 11 soo 11 ; the third space 11 fa11 ; the third line 11 mi 11 ; 
the second space 11 re 11 ; 11 do 11 is on the second line. 
LESSON II 
Review finding 11 do" by selecting from the singing text tunes haviDg 
sharps in the key signature. 
Teacher: "Today we are going to learn how to find 11 do 11 with flats in the 
key signature. 11 
Write the flat sign - b - on the blackboard. Inform the class that such 
a sign is called a flat. 
Write the word 11flat 11 on the board. 
Tell the class that there may be any number of flats, from one to 
seven, inclusive, at the beginning of music. 
Write numerous flat key signatures on the blackboard. 
Teacher: "One or more flats ·placed at the beginning of music is called 
a key signature. A key signature is a sign. It is a sign to 
tell us where to find 11do". 
Call the last flat 11 fa" and count down to 11 do 11 ••• by syllable (i.e. fa, 
mi, re, do.) 
!I c'i >l""'1 ,.;-. ·· " t 
~ r ~- --~-
, 
I J I J I " J 0 I '[ ..... D.J.. J "·"' T II 
~ =====-===·-= -= ~=--====-== =~--==- = =-====·-~ ===· == -L 
I 
Place the above flat key signatures on the blackboard one at a time 
and have the class find "do 11 for each. 
There is one key which has no sharps or flats in the key signature 
(Key of 11 011 ) and the location of 11 do 11 simply has to be memorized. 
-B-
low 11 do 11 
===- ===·-=-==-~=== ===,~=~ 
f~ •• ~ • 
• '.,.<J, \ .• 
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Select two tunes from the singing text· with sharps in the key sig-
nature and have the class find 0 do" for each one. 
Select two tunes from the song text with flats in the key signature 
and have the class find 11 do" for each one. 
Draw a scale ladder on the blackboard. Then by using this scale 
ladder the teacher points to various syllables and the children sing 
them ••• steP-wise only at this time. 
do 
~1 
la I 
·I 
soo 
fa 
II 
I! 
I 
.. 
mi I I 
re 
ao I 
I I I 
Teacher plays "E" on the pitch pipe and the children sing it as 11 do 11 • II 
Then the teacher may point up and down the ladder (steP-wise) so that the 
I! class sings the scale up . and down while watching the pointer. 
II 
II 
II 
The following tune may be placed on 
~ alternatel7 sing STllables and words. 
Repeat this procedure using 11ll'1 , 11Eb", and "D" in turn as "do". 
the blackboard and the class 
II b b • \ • ~ . . • I 
-
• 
'I 
I 
• up the steps my dog is walk--ing I do re mi fa BOO la ti do I 
~Obb I I • • • • - I - - . - - = ~ I= down the steps dog is my walk--ing I II do ti la soo fa mi re do 
I 
II I 
--- -
,,.. 
LESSON IV 
Review finding 11 do 11 in tunes from the song text having two sharps 
- and songs with two flats in the key signature. 
Review singing up and down the scale using syllables. Have a child 
point at the proper steps at the scale ladder. 
Using the scale ladder and the notes of the scale written on the 
' blackboard, the teacher should drill on singing the following commonly-
used groupings of notes such as: 
""' 
,, 
I_ 
' 
I 
' .. - • ,. .... -"\.II" 
-
-
-
I ... ~ 
-j • - 1 J - • do re mi fa BOO BOO fa mi re do 
.. .a1 .,..., L ~,I, 
I ttl I U 
-
JWII II •. A ...- .... '0 A f = n ..... ~ 
-
(, 
""'" 
... IJ r"\ I' 
-
~ 
W_ ~ \II lol ~ LJ ~ 
-do re mi mi re dO m1 fa BOO 
"'.w. ....... 
' JTTII I I Iii' A -~ :ill • l ....... a 
~ 
~ n CJ A fj ~" D '-' IIIIU 
-
a \: IJ 
BOO fa mi soo la t1 do 
These should not be taught to the class by rote; the children are 
now able to find the correct pitches for themselves, since all these are 
parts of the scale, which is very familiar in its entirety by now. If 
the class fails to "get" any of these, review the complete scale; then 
try again. If this is unsuccessful, teach the tone-group by rote. But 
I 
when the latter has to be done very often, it is likely that the teacher 
has been proceeding too fast or not reviewing enough. 
I 
--
- --
I· .. .t 
LESSON V 
Various other commonly-used combinations should receive drill in 
a variety of keys •• i.e. using D, Eb, E, F, if in turn as 11do 11 • 
~:'\~ 
/-rt IL 
·~ 
~' II ~ a g_ ~ ~.J ~ Q Q ~ 
1 ·.~ 0 
Q g ::;) 
do mi soo BOO mi do do soo mi soo do mi 
,.,, J .-
:IE' 
-
'"' 
It g a Cj 
J oQ ~ I c Q g 
mi do soo mi soo do mi soo do 
... & 
-,.IL .... ~ 
- -
-
" ,. :ilil 
- -
w _,. 
illll. 10 . o t= c -
IJ c ' 
-= c 
These drills should be done in the following ways: 
l. The teacher points to the notes with a pointer; the class sings 
with the syllable names. 
2. The teacher speaks the name of a group of syllables; the class 
responds, singing either the syllable names or singing the 
proper sounds to the neutral syllable 11 loo 11 • 
-
3. The. teacher sings a group of notes with 11 loo 11 ; the class re-
sponds by singing or speaking the syllables which fit these 
sounds. 
4. Drill using individuals or group~ instead of the whole class. 
5. Drill with flash.-cards on which are printed some of these 
common groups of tones. 
---
-
--
) 
=r=-===-=~ ~== ---=- ---- - -=-c===='--'=-'= ---==-
LESSON VI 
I, 
The following music is a selected reading-song whose chief charac-
teristic is the use of 1 do-mi-soo" and a tendency to descend scale-wise. 
Teacher, please learn the proper pitches, syllables and words. 
The teacher should copy the four lines of music on the blackboard I I 
I with the words underneath the proper notes ••• just as below: I' 
~ ' I I 
I: l :J ' - -
, 
' 
I I 
' ... --
' ' --
i _&: c 
-- -
I l I I I IIJI 
"" .,. n ' I I 
' 
_l_ J I I ~ • • ~ ...I I 
'1\i ~ ..,... .
- ' ' 
1 . • l 
' ' 
-
II • Twin-kle, twin-kle, lit-tle st:U.; Ho~ f won- der what you I 
~'- I 
I' _L_ I ' \ l I --' ' ' 
I I I I .I 
II. ~ .. 
' -- - - ' ' ' -•• 
... ~ I 
' 
I II r. .... ., I I I T T •• A l I - . - A ~~ c • • ' ' - ' ' 
._ 
'I are, Up a.- bove the world so high, like a dia-mond in the sky! I, 
h I 
~ - t. l I 
I' J ' ' - - ' 
, I l _l _1_ I I • 
h .. I l 
--
1 l 0 ...1. -1 I I I I 
I~ ~., 
' 
1 , I I I l l - -
--
.... ....a 
I~ W -- \ . ' ' ' I - " 11 Twin-kle, twin-kle lit-tle star ; How I won-der what you are. 
·I I 
I 
I I 
II 
I! Teacher: 
11Where is 11 do"'l" 
i 
Class: 11Do 11 is on the first space". I 
Teacher: 11What is the name of the first note, Jane? 1 
I 
I, 
j! Jane: 11 The first note is "do
11
• 
I' Teacher: 11 The second note, class?" 
II Class: 11 do 11 • I 
Teacher.: 11Next note classT" 
Class: 11 soo". 
The class then speaks the syllables of the entire song. Whenever I 
---=~== ~-=-~ 
_J 
II 
I, 
~ 
I -=--=-=---- ·- - ----.;...~=========--'=== 
they fail on an interval the teacher should have them count up (syllable-
wise) from the preceding syllable. 
After the children know the syllables teacher should sound 11do 11 on 
the pitch-pipe saying, 11 Here is 11 do 11 • Class sings 11 do11 • 
Then have the class ~ the syllables slowly (pay no attention to 
rhythmic note values, allow the natural rhythm of the words to govern). 
A possible procedure: 
,. 
! 
Teacher: 11 What are the syllables for the first phrase of the song, Fred't" : 
Fred: (speaking) 11 do, do, soo, . soo, la, la, soo 11 
Teacher: •sing 'do, mi, soo'"· (sounds low do) 
Class: (singing) 11 do, mi, soo 11 
Notice the following features of the preceding: 
1. Everything needed to learn this song (the unknown) is present in 
the familiar work-songs (the known) • 
2. The teacher gave the pitch frequently. 
3. The class learned one phrase at a time, no more, no less. 
4. One phrase began on 11fa11 • The previous phrase was repeated in 
order to make the approach easier. As a rule, when a phrase 
begins on any note other than those of the tonic chord (do, mi, 
sao--first, third, and fifth steps of the scale) it is well to 
approach it from the repetition of the preceding phrase. 
5. The words were not added until the class knew the tune well. 
6. The song was then S'Wlg at the proper tempo; in learning it the 
class sang slowly, however. (The teacher should insist that 
the class sing at the proper tempo by the time a song is 
I 
I 
•I 
,-: . t_) 
-~ 
lt 
learned. This also includes singing slowly if the song is 
supposed to be slow. Eeware of the insipid medium rate of speed 
for all songs, heard so frequently in the classroom.) 
7. Only one reading-song was taken up; it was followed (and 
doubtless preceded) by an old familiar song. 
8. The teacher was pleasant and cheerful (no nagging or scolding) 
and she tried to make the process a pleasant adventure, not a 
task. 
9. The new song was easy, one which would make the children feel 
they had successfully accomplished something new. 
10. The teacher did not sing with the class. If she had, the child-
ren probably would have followed her voice rather than bothering 
to make an effort to read the notes. Playing the piano with the 
class as it reads is almost as mUch a 11give-away. 11 If the class 
cannot read the music without the piano , it cannot really read 
it at all. 
-~ )f :~-: •.. 1. 
,..~ A -
.~ .li~ 
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LESSON VII 
Review 
Have the class find 11 do 11 from tunes in their singing texts with 
key signatures of one sharp, two sharps and three sharps. 
Have the class find 11 do 11 from tunes with one fiat, two fiats and 
three flats in the key signature. 
Select one unfamiliar tune from the text and have the class read it 
through with syllables. Any intervals that are difficult should be 
worked out with the scale ladder. 
Review or teach the meaning of 11measure 11 , "double bar11 , 11G11 clef and 
11 key signature". 
~~~ --- --==-======-== 
I 
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LESSON VIII 
To the right of the clef sign we always find the key signature, 
which we have discussed in previous lessons. 
Next to the key signature is the measure signature which consists of 
two numbers written as a fraction. 
Examples: 
4 
4 (b) ~ (c) 2 4 
The upper figure tells the number of beats or counts in each measure 
of the song. 
The lower figure stands for the note that is to receive one beat or 
count. 
In figure (a) above h. the upper 4 tells us that there are four (4) 
beats (or counts) in each measure; the lower 4, that a quarter note is to 
receive one count or one beat. 
In reading the measure signature teach the children to read as: 
114- 3 4 - four-quarter measure"; 11 4 = three-quarter measure"; 
11 ~: two-quarter 
measure". 
Sample recitation: 
Q,: 11Wha.t does the measure signature fi mean11 t 
(numerals on blackboard) 
A: "Si~quarter measure means that there are six beats or counts in every 
measure and a quarter note receives one beat." 
Select a number of tunes from the song texts with different measure 
signatures and ask for explanation of the figures. Choose only measure 
signatures with a 4 as the lower digit. 
~==============~====-~~========================~= 
LESSON IX 
J J J J = quarter notes = walk, walk, walk , walk 
ol J = half notes - wa- itt wa- it -
0 = whole note -- ho - 0 - o - old 
Another means of describing these notes: 
J J = quarter notes = one-beat (or count) note. 
d : half note - two-beat (or count) note. 
- whole note : four-beat (or count) note. 
The teacher may wish to think of these notes in terms of fractions: 
,...-., 
d 
J 
whole (note) equalling four quarters or beats 
half (note) equalling two quarters or beat s 
quarter (note) equalling one quarter or beat 
--=-==== =-== 
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LESSON X 
Place each of the following rhythms on the blackboard (one at a time) 
and have the class clap, speak, and count as follows: 
4 
4 
3 
4 
2 
4 
clap, clap, clap, clap clap, clap, clap, clap clap, clap, clap, clap 
.\ .\ .l J J d "-'"' 
walk, walk, walk, walk wa- it wa- it ho - o - 0 -
l 2 3 4 l - 2 3 - 4 l - 2- 3 -
clap,clap clap clap clap clap clap clap,clap clap,clap,clap 
d J J j J J J J , 
wa.-it walk walk walk walk walk wa-it wait, dot 
l - 2 3 l 2 3 l 2- 3 1 - 2 - 3 
clap,c1ap clap clap clap clap clap clap clap,clap 
d 
wa.-it 
l- 2 
._\ J 
\'ralk walk 
l 2 
j J 
walk walk 
l 2 
.l J J 
walk walk wa-it 
l 2 1 - 2 
old 
4 
Select a tune from the song texts with quarter, half and whole notes 
only and. have the class speak the rhythm as above. 
I : . ·-- -"' 
_j 
LESSON XI 
Select two tunes from the song texts consisting of quarter, half and 
whole notes and have the class: 
1. Find 11 do 11 
2. Recite measure signature 
3. Speak the syllables throughout the tunes 
4. Sing the syllables throughout the tunes 
5. Speak and clap the rhythm as in previous lesson 
6. Sing the syllables in rhythm 
7. Sing the words in rhythm 
.. -2 
.. ~~ . 
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LESSON XII 
Heretofore the note values discussed have been the quarter- (one 
beat), half- (two beats), and the whole- (four beats) notes. 
We are now going to learn to divide one beat into two equal halves ••• 
i.e. eighth notes. ~ 
Eighth notes may be written as ~ , C or with the 11flags 11 
1-t •• 
.J .,j or u . 
Joined •• 
Two of these eighth notes are equal to one quarter 
note and so are (usually) worth ~~beat each. 
Place the following rhythm on the board (the staff is not necessary) 
and speak as indicated: 
2 J J ! JJ! J !t 4 
Speak walk walk run run run run walk run run 
Count 1 2 1 2 1 2 
Clap or/ ~ If at1 dot!al! dot!J~! and tap down up 
Speak run run walk wa- it 
Count 1 2 1 2 
Clap or/ ~tlt~t~t 
down up down up down up down up and tap 
To make the two halves of each beat equal is difficult. It is there-
fore helpful to use several devices to say and do. For this reason we 
often count the first eighth note as the number of the beat and say 11 and" 
1- -- --.==--::::=::---=:- ========--=-~-=-=-= 
for the second half of the beat. These counts must be absolutely steady 
and evenly spaced. 
clapping or tapping, the arrow indicates 11 down11 ( ~ ) and 11 up11 
The 11 down11 arrow ( t ) refers to the first half of each beat or 
the impact of the hands together (or of the finger on the desk); the 11 up" 
arrow ( t ) refers to the second half of each beat or the hands apart 
(or of the finger up in the air). 
.-. ·~ .- -:~. 
LESSON XIII 
.Select one song from the song book with quarter, half and eighth 
notes and have the class: 
l. Find 11 do 11 
2. Recite measure signature 
3. Speak through the piece with syllable names 
4. Sing through the piece with syllable names 
5. Speak and clap the rhythm 
6. Sing the syllables in rhythm 
7. Sing the words in rhythm 
I-=-= 
LESSON XIV 
Select one song from the text consisting of quarter, half, and 
eighth notes and have the class: 
1. Find 11 do 11 and name the key and recite measure signature 
2. Speak through the piece with letter names and then syllable 
names 
3. Play the first note and then the first chord 
4. Sing through with syllables 
5. Play through the piece on piano (three children) and at desk 
keyboards 
6. Speak, count and clap or tap the note values as in Lesson XXXII 
To strengthen the rhythmic training dictate (i.e. Sing to Class) the 
following lDilsic. 
Teaching Steps 
1. Teacher sings the phrase while children clap or tap. 
2. Teacher repeats the phrase while children count. 
3. Children take pencil and paper and write the note values 
indicated by the teacher's singing. 
4. Teacher sings the phrase three or four times more. 
5. Examine papers. If the idea has not taken hold, teacher may 
sing and write rhythm on blackboard as she sings. 
Example 1. 
~' ~_:t_ ,. __. ~ 
' 
.. ... 
ua .A 
I ~W-. .. 
-t .... 
-
• 
""""' 
' 
.... 
- -
-
.. .... 
~---===-
-- --=--
II 
F---
-= 
I 
I 
I 
I 
... I ... I 
' ' ' 
I I -y 
'' 
• • • •• t:/1 
Teacher sings: 11 ta ta,ta .ta ta,ta ta.-a" 
Class writes: 
Teacher examines papers and demonstrates on blackboard while singing. 
lilxallple 2 • 
...... 
IJ~ 
- - --
Teacher sings: 
Class writes: 
- - - - -... 
-
Teacher examines papers and demonstrates on blackboard while singing. 
'1. 
I 
I ·~ :.)4 i .... r • ..__, 
.. 
I 
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LESSON XV 
Put the following exercises on the board (one at a time) and have 
the class sing the rhythm using the proper syllable • 
... . ,
, .. ' , • I .... l -'- __.. _.. , _... _ .. ~---.... 1 J .. .. vw I I ,, 1 ... ' 
-' .- r r r r I _]_ _~- ..... I\. .II .... ...1 ....l..l-1 .o~~~l ....1...1..1 _, ..... ..a _....._ _.a ~ I 
Ll ...,.. 
- - - - • -- ,- ---- - - -
' 
1 ":1 
, \ ' ' lfllaV J \ l I __l_l_l ~~"' ~ l I 
-' \ ' \ ' I 'J-- I-
• I -• •• U . 
jill " ~~ l IJ 1 , 1 11 7 
... ~ ~ 
-- --
... 
,.".. ' \ ' ' 
' ' 
1 II 1'\llf /1 .. ~ __._ -
~...., ---. - • I I - c. , • ..,. r..; -r- 1 _1 _1 
' 
' 
• ....... II"" 
; 
' 
I I 17 
'- L -
-- " --- - --- -- -
~ ( r'\ y 11 ':-' ""';" , l I T ""!""" I T J: I l ... Ll I I I l I .. I I 
' ' 
I _1 I I I 
" 
Ill' ' ' 
.,.. ...... ,... 
,.... .,... ' • ' • 
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LESSON XVI 
T,Tse the following tune and have the class: 
l. Find 11do 11 • 
2. Recite measure signature. 
/ 
I 3. Speak the syllables throughout the tune. 
4. Sing the syllables throughout the tune. 
\ 
5. Speak and clap the rhythm. 
6. Sing the syllables in rhythm. 
7. Speak the words in rhythm, 
8. Sing the words in rhythm. 
Thomas H. :Bayly LONG, LONG AGO Thomas H. Bayly 
~~ ... 
I Ll.. 
- I ~ r- - I I lllllllo. ... ~ I l I ...! 
• I. • ' • ..I I I ..l I r' I 
.-1 •• - l ' ' g_ I - • .....t - - ,.: I 
. - l -
' Q • Tell me the tales that to me were so dear, Long,long a-go, Long , l ong a~ .o; 
I - \ ~~ \ 
- ' 
\ 
II" I -.- l l ...l 
- "':"" • J • ...,, l I I I I -I ~\ ..... - I I I go l - • ...& • ....l I 
.I - , . - ' ,... ·~ 1 l I Sing /me t~e songs 
"' 
I delighted to hear Long, long a-go, long a-go 
' J. 41~ -l I I 
I ,..... I 
._ .. I I 
- • -: I \ ' • -J 
-a I \ -
........ 
Now you are come all my grief is re-moved, Let me for-get 
... .... 
J ' 
... ... 
' 
\ '~ ' -I \""" I 
~" - . ..:. _\ j l .-~ •• - I 
- ':iir ~--- .,. long you have rov'd Let me be-lieve that you lo"' e as you,... 
I .... I 
' I"~ - - l I I l...,. 1 
--
''·""· t - • ..l 
- -1 I - -
I long a - go. 
... ... 
-
~- .... that so 
loved, 
~lJ=-====================~-=================c-==p=--==== 
I 
A.fter the song is learned, have one-half the class count aloud as 
the other half sing. Then, have the entire class clap the beats as they 
sing the song. Children take paper and pencil and write : the rhythm 
notations as they sing. Sing as many times as necessary. Teacher correct 
papers a.nd then sing tune while notating on blackboard - as above. 
Measure or bar lines are not necessary at this time. 
.-. ' .l' "'Y 
'· !{;, t' 
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LESSON XVII 
At this point you should te'a.ch 11natural accents 11 • Have one child 
say 1-2-3; 1-2-3; 1-2-3; in a rhythmical manner; while the class listens. 
Which of the beats is stronger (louder)! The first! The second? The 
third? Yes, the first beat is stronger. The second beat is weaker and 
the third beat weakest. From this we know that the normal accent when 
there are three beats in a measure is on the first beat. 
Rave another child count 1-2; 1-2; 1-2; ih a r~thmical manner; while 
the class listens. Which of the beats is stronger! The first? The 
second! Yes, the first beat is stronger. The second beat is weaker. 
From this we know that the normal accent when there are two beats in a 
measure is on the first beat. 
The next step is to do the same for four beats in a measure (1-2-3-4; 
1-2-3-4; 1-2-3-4). Jrom this we should discover that when there are f our 
beats in a measure the strongest beat is the first; the next strongest is 
the third beat; the next in succession is the second beat with the fourth 
beat weakest of all. 
Have the class speak the words of a familiar song to illustrate how 
the words have been selected so that the strongest accent comes on t he 
first beat always and the remainder is above. 
Continue this procedure with every new song from now on. 
LESSON XVII I 
Select a new and unfamiliar song from the text and have the class: 
1. Find 11 do 11 
2. Recite measure signature 
3. Speak the syllables 
4. Sing the syllables 
5. Speak and clap the rhythm of the notes 
6. Speak and clap the words and by referring to the measure 
signature decide where the weak beats occur 
7. Sing the syllables in rhythm 
8. Sing the words in rhythm 
=== ·=--==- --=- -o. ==-"=~=----=== 
LESSOl;r XIX.-XX 
These lessons will introduce some ear training. 
Teacher sing an ascending scale (using Eb as 11 do 11- 11do, re, mi, fa, 
soo, la., ti, do 11 ) as she/he points to the steps on the scale ladder. Ask 
the children if your hand was moving up or down. Was the voice going up 
or down'l 
Do the same thing with a descending scale ( 11 do, ti, la, soo, fa, mi, 
re, do 11 ). 
Sing and point (on the ladder) to a low 11 do 11 and then a high 11 do 11 • 
Ask the. class to tell which tone was higher. 
As the children understand this difference in sound between a high 
tone and a low tone, particularly in terms of listening, the distance 
between the two tones sung should gradually be shortened until there is as 
little as a half step (0-Db) between them. 
The next tones sung should be low 11 do 11 to high "ti"; low 11 do 11 to high 
11 la11 ; 11 do 11 to 11 soo 11 ; 11 do 11 to 11 fa"; 11 do 11 to 11 mi 11 ; and 11 do 11 to 11 re 11 • The 
children are to decide whether the second tone (by listening only) is 
higher or lower than the first tone ••• as pl~ed on the piano, on the pitch 
pipe or as sung by the teacher. 
!I 
I 
Of the two tones in each of the following musical examples, have the 
1 
class decide whether the second tone (by listening only) is higher or lowe 
than the first tone ••• as played or sung by the teacher: 
Musical Examples on the Next Page 
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LESSON XXI-XXII 
Following are four familiar tunes (fragments) with pitch errors de-
I liber&tely inserted. The children should discover and correct these 
I 
errors. I 
Teacher may sing, play on piano or have children sing or play the 
I 
following music on the piano. Copy staff and notes on the blackboard for I 
each example as discussed. 
The regular procedure for finding "do", naming and singing syllables, 
etc. should be used. 
After the corrections have been made and the tune sung through with 
the syllables have the class identify this tune. 
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LESSON XXIII 
Following are familiar tunes. Do one at a time at the blackboard. 
Have the class: 
1. Find 11do 11 and then the first note 
2. Speak the syllables 
3. Sing the syllables 
' 4. Spe~ the rhythm 
II 5. Sing the tune with syllables 
'I 
6. Select . the proper title from the multiple choice available under 
each song. 
Note and call to the attention of your class the two dots at the 
double bar (end) of some pieces. These two dots are called 1 repeat marks" 
or 'repeat dots11 • They serve as a means of telling the performer to re-
peat the music a second time. Note also that some tunes do not have repea:l1'
11 
indications. 
, 4 II ;' . 1 Are you Sleeping Dixie 3 Jingle ells Sweet and Low 5 Three Blind Mice11 ilJ \l·tlJ \l·rJj \ J J J J \ J. ··I :: 
\1 . 1 London Bridge 2 America tne Beautiful 3 Oh Susannah 4 Silent Night I! 
I 
~~~~~~r-+-~--~~r-~--~~~r-~--~~-.--+-~~--~~~~~~ 
l .America 2 Billy Boy 3 A.re you Sleeping 4 Yankee Doodle 5 Swanee River 
II 
II 
I 
LESSON XXIV-XXV 
Following are some measures with an incorrect number of beats delib-
erately inserted. Thus the number of beats per measure (in the incorrect 
measures) do not agree with the measure signature indication. 
Help the children to discover where these mistakes occur. Place 
each example on the board as you discuss it. No staff or pitch indica-
tion is necessary. 
Example: 
3Jjj~ d J 
4 1 2 3 4 1-2 3 
In the above example there is ~ beat too many in the first measure. 
(In o~her j""i ~tJ \:to\ rj beT\ j me:r\' J II 
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I ~J\lSSJ\.)J •• \J.l\dl'Pll 
II 
I 
\I 
I 
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LESSON XXVI-XXVII 
A song may begin on any scale tone. Usually the initial tone is do, 
mi, soo, or sometimes la. When a song begins on some other tone than do, 
the general custom is to have the class sing do, then up or down the scale 
to the tone in question. The teacher then says "sing" and the song is 
started. This practice leaves much to be desired, as !! requires little 
thought ~ the part ~ !!'!! child. 
The ideal procedure is to blow the pitch of do. Wait long enough 
for the child to think up or down to the starting tone. The teacher then 
says 11 sing11 , and the class starts the song on the correct pitch. Ear 
training is encouraged in this way. 
Obviously, if children have never sung intervals such as do-mi, or 
do-soo, they need training and preparation in such work. 
Children must have the ability to think and sing individually up or 
down the scale without any difficulty. Proceed as follows: Teacher 
blows "do" pitch of 1 G1 (second line). She instructs the class to sing to 
themselves up to mi. Wait long enough for them to do so. Then say, "Sing 
mi 11 • Trouble may be found. To induce them to think from do to mi, as a 
temporary device, the teacher mq signal with her hand the progression of 
the scale tones and then play 11mi 11 on the pitch pipe ••• (in this cale "mi• 
is "B1 ). 
When this ability is mastered, give pitch of 11A11 (second space) and 
repeat the process. 
I 
i~ "G" ":B" I 0 G 11 do 11 11 mi1J 
I ~ "A" ~· I . Q i 11 do 11 11 mi 11 
I· 
'I 
I 
! 
Use the f'ollowiDg drills continuing the above procedure: Teacher 
plays 1 do 8 on the pitch pipe. Children sing to themselves "do 11 , 11 re 11 , 
, 
I 
"mi 11 and at the teacher's signal siDg "mi" aloud. Check 0 mi 11 with pitch 
I pipe. 
I ~.ll. G 
'I . J4P 
1 '7 .. 
""- ~ 
' ...J ..... 
" do 
:a 
..... 
""' 
m1 
I 14'1"11 
Ill. ··a 
"t\. " uu ~ 
- a.o ~ m1 
D 
1 F'ft -,r -n 1 
~ . ,c 
ll"'\ II Q 
I ..1 
a.o ml. a.o ml 
T til 
!.I' Iiiii' 
"' lJ .A 
"UO-
I' I 
II 
I' 
I 
I 
! ~L'.,..::· .u.:tr....la ,rJl, L,.....:a~-=D/Jt=---lt--J! .... b-11-t~ '···,..JL;:__Ff---;iiiiiiiA#.--H-;"",_"';:fr--F ------..A.~----it-~11"~'---::;:a~b ____;n~l iJ4911 - J'l'fot UJ6o iMo I I • r.7 -
do m1 do m1 a.o m1 a.o m1 
I" 1 Eb G 
...,."" L A.b c ....-! I I Db F ~ I Eb :Bb l 17 ... l 
.... , If -u 
-~ FlY [;I J-. 
-
-__. 
l: ., 
do mi 
11 7 f} J.IJ 
"' 
-, 
.l I f7 . .1-t 
' lr ~ I Vlo. v ~ 1J 1'\ LYI 
.: ....... 17 
-
,.....,,, ~ I ~ ""' ';' y "' ,~ 
- -
I\\: .lJ lu..l II" 
-
0 
IJ do mi do mi do I mi 
I 
I 
.... ... s 
=--=-=-===- -= ~==--=-= --
! 
~~======~=-=-=-============================~-==-~ --======== 
-I 
\ 
I 
lj 
LESSON XXVIU 
Select three tunes from the class song books with a first note of 
11 mi11 • 
Have the class find •do". Play 1 do 11 on the pitch pipe and have the 
class sing "mi" for the starting note. Check each 11 mi 11 on the pitch pipe. 
If the class is still having difficulty in solving this problem, 
refer to the scale ladder on the blackboard. Play 11 do" on the pitch pipe 
and have the class sing 11 do 11 as you point to low 11 do" on the ladder. Tell 
the class to think 11 re1 as you point to 1 re1 and to sing 11 mi" aloud as you 
point to it on the scale ladder. 
Repeat this process as often as necessary. 
F===*================================·~======================~============~======== 
LESSON XXIX 
When the children can think up to 11 mi 11 , repeat the process. The 
children now being required _to think up from 11 do 11 to lfsoo 11 • 
Use the following drills continuing procedure of lesson XXVI: Teache . 
plays 11 do" on the pitch pipe. Children sing to themselves 11do 11 , 11re", 
"mi11 , "fa", "soo 11 and at teacher' a signal sing 11 soo 11 aloud. 
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LESSON XXX 
Select three tunes from the class singing text with the starting 
note of "soo 11 • 
Have the class find "do". Play 11do" on the pitch pipe and have the 
class sing 11 soo" for the starting note. Check each "soo" on the pitch 
pipe. 
If the class has difficulty, refer to scale ladder. Play 11 do" on 
the pitch pipe and have the class sing "do" as you point to low 11 do 11 on 
the ladder. Tell the class to "think re11 as you point to 11 re11 ; 11 think mi" 
as you point to "mi"; "think fa" as you point . to "fa1 ; then 11~ soo" as 
you point to 1 soo 11 • 
An alternate method is to point to 1 do" as class sings "do 11 ; "think 
mi" as you point to "mi"; ~ soo" as you point to •soo". 
' '-§;. 
2 ..... ~ . ... 
LESSON XXXI 
Select a song from the singing text that has a starting note of "soo" 
Have the class: 
1. Find and sing "do" 
2. Sing starting note of 11 soo" 
3. Speak syllables 
4. Sing notes of song with syllables 
5. Recite measure signature 
6. Speak and clap the rhythm of the notes 
7. Speak the poetry in a reythmical manner deciding where the 
accented beats occur and where the weak beats occur 
8. Sing the syllables in rhythm 
9. Sing the words in rhythm 
.~:43 
LESSON XXXII-XXXIII 
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do re mi fa soo la ti do do re mi fa soo la ti do 
In the above example one note in each scale is written as a quarter-
note head. Although this is always the same note (second space) it is at 
one time or another do , re, mi, fa, BOO 1 la, and ti. The teacher should 
play these on the piano if possible, emphasizing the darkened note in each 
scale to show that 1 t is actually the same sound. 
The children can easily see the value of having some name for this 
note (other than the bul.ky "the note on the second space") which could be 
used every time it appears, regardless of its syllable-name. Explain that 
there are such names, and that these names are the first seven letters of 
the alphabet, ABC DE F G. The class already knows that there are 
seven different syllables, the location of which depends upon the key. · ~ 
given note can be made any one of the syllable-names. Like the syllables, 
the letters repeat themselves over and over as we go higher or lower. 
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It would probably be well to give only the ten notes written in 
quarter-note heads at first. These are the most frequently used notes in 
school music. It will take considerable drill to learn them since it 
will all be done in .t-he classroom. Homework in music is almost unknown 
(although this is a place where it surely would be useful). ll'or the 
college class, however, these can be learned as outside preparation. The 
only way_ to learn the letter-names is simply to get busy and learn them! 
The music teachers of the last generation used to teach letter-names 
by pointing out that the notes on spaces spell the word ~ and while the 
notes on the five lines--E, G, B, D, F, stand for every good boy~~ 
(or ••••.•••••• deserves fun). This might be useful to reinforce the scale-
wise list, but as the only method employed it is practically worthless, 
for it does not show the scalewise continuity of the letters. It leads 
to naming the notes by calculation from the first line or space, rather 
than really knowing them offhand. 
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These are some useful classroom devices for teaching letter-names: 
Decide on the name of one note (for instance . O) and tell the children 
that they should raise their hands every time they see it. Write a n'IJIIPo 
ber of notes on the blackboard, including quite a few c•s. Next day take 
another letter. 
A game may be played of spelling words made up of the first seven 
letters of the alphabet. by means of writing them out in notes~ 
For example: 
I I 
-
-
-IIJ 
c G J3 A D 
I 
I 
LESSON XXXIV 
Select two familiar songs from the singing text with no sharps or 
fiats in the key signature and have the class speak the letter names. 
We now have two ways of naming every note: 
1. Syllables, the names of which change according to the number 
of sharps or flats in the key signature. 
2. 13y letter names which are constant and always remain the 
same. 
LESSON XXXV 
Steps for the teaching of the dotted quarter followed by an eighth note: 
TEA.CHING STEPS 
1
1 
1. The dotted quarter note followed by the eighth note. 
I a. Rave the class sing America, observing that the words "'tis 
If of thee 11 are uneven. 
"~ J J .J \ J. t J \ 
My coun-try 'tis of thee 
b. As the class claps the rhythm they observe that the word "of" I 
I 
is sung quickly just before 11 thee 11 • 
li 
Explain that the dot after the note increases the value of th8' 
II 
c. 
note by one-half the original value. 
d. Show how to count the new rhythmic pattern. 
i* J . .r J II 
*tis of thee 
1 2 and 3 
e. Let them scan the words of other songs containing the new 
rhythmic problem. 
I 
I 
f. Teach a new reading song containing the dotted quarter note I 
'i followed by the eighth note. Example: I 
: I> I 
ial-ib--r--$ J-> -!'~J -j ~, Jl-------;J,-J~\r--J-. !'---;--J !----,---\ ---t-J J-,-J--:--r!il 
song, It will cheer you all day longJI, ! Come and sing a mer- ry I/ 
IJ 
~-!=-==--~= 
II 
II 
- -· I \ J I 
- -
I 
I '- .J. •• l 
-
. ,., I I I 
'- - T I ' 1 - -I 1 ' ,. I - 0 
• Join the cho-rus gai - ly sing, Let voice-s ring! 
I 
II 
I 
1. Scan the words of the song to s_ecure correct rhythm. 
· 2. Teach each phrase with words, "loo 11 and syllables. 
3. Have them read the entire song with syllables. 
4. If difficulties in rhythm still exist, have them scan the words 
of the song. 
5. Let them sing the song again with syllables. 
6. Now let them sing the song with 11loo 11 and then words. 
LESSON XXXVI-~I 
The dotted-quarter eighth note figure continued: 
Write 
Have the class sing the same. 
Inform the class that you are going to tie the second note to the 
first note, the fifth note to the fourth note. Do so as follows: 
JJ' .J' \ -1! J \ .L .r II 
Ta - a Ta Ta - a Ta Ta - a Ta 
Sing it for the class, being careful to accent the first note, pulsate 
the second, accent the fourth note and pulsate the fifth. Point to the 
first, second, fourth, and fifth notes while singing to obtain emphasis. 
Have the class sing. The teacher should give the suggestion of 
accenting and pulsating with her hand only as long as it is absolutely 
needed. 
Deduce that we accented the first note and pulsated the second note; 
that we accented the fourth note and pulsated the fifth note. 
I 
I 
I 
I 
,I 
jl · 
II 
I 
I 
,, 
II 
II 
I 
ti 
When mastered, show the following representation. Explain that the 
dot takes the place of the eighth note: 
' 
J -
-
Ta- a Ta Ta- a Ta 
Teacher: "t'lha.t do we do on the dot1 11 
Answer: "Tie the sound of the first note into the second" 
Have the class sing. 
Deduce individual ideas, namely: 
(l) there are two tones 
(2) they are unequal tones 
(3) they are two unequal tones to two beats 
(4) the first tone is accented and pulsated 
Combine with other rhythms. 
Speak the following: (place on blackboard) 
ii 
I 
I 
I 
I 
r-
~J 

LESSON XXXVIII-XXXIX 
Review: 
Select two unfamiliar tunes from the song books each having the dot-
ted quarter and eighth note figures. 
For each tune have the class: 
l. Find ado" 
2. Give letter name of 11 do 11 
}. Speak all the notes of the song by their letter names 
4. Speak all the notes of the song by their syllable names 
5. Recite the meaning of the measure signature 
6. Speak: the rhythm (ta.-ta, etc.) 
7. ~all the notes using syllable names 
8. Speak the words 
9. Sing the song through with words 
-I I 
• -' ! 
....... ~...J' 
-
' 
LESSON ~XLI I 
I 
Every scale has a key name. The key name is that of the letter name 
I -~ 11 do 11 • If 11 do 11 is 11 G11 , we are in the key of 11 G11 • 
For example: 
~ \I I I K D 
I 
In the above 11 do 11 is on the second line. The letter name of the 
second line is "G" • The piece is in the key of 11 G11 • 
Have your class find the key of each of the following key signatures 
(which should be placed on the blackboard one at a time). 
The procedure should be: 
1. Find 11 do 11 
2. On what line or space does 11 so 11 fall'l 
3. What is the letter name of this line (or space) 
4. What is the name . of the key'l (same as 13 above) 
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LESSON XLII 
Select a number of tunes in your singing texts. Each tune should be 
in a different key signature. Have your class find 11do 11 and then name 
the key for each tune. 
LESSON XLIII 
Select two unfamiliar songs from the singing text and have the class: 
1. Find 11 do 11 and give its letter name (name the key) 
2. ~ak all the notes of the song by their letter names 
3. Speak all the notes of the song by their syllable names 
4. Recite the meaning of the measure signature 
5. SP2ak the rhythm ( ta, ta, etc.) 
6. ~ all the notes using the syllable names 
7. Speak the words of the poem in rhythm 
8. ~ the song through with words and in proper rhythm 
I 
LESSON XLIV-XLV 
This lesson will introduce chromatic tones. These tones are the in-
termediate sounds between the notes of our regular scale (do, re, . mi, etc.) 
another way of thinking of the chromatics, is that they consist of the 
tones usually played on the black keys of the piano keyboard. 
Teaching Steps 
1. Direct the class to sing the scale ( 11 do 11 on Eb). The tones which 
they have sung is called 11 scale tones". 
2. Direct the class to s:i.ng 11 do, ti, do 11 (G for do) 
3. Have the class sing the same tones calling them 11 soo, fi, soo" 
4. Teach that 11fi 11 is a name for the chromatic tone between 11 soo" 
and 11 fa11 (we say that it is a half step from either tone) 
5. Show that there is no line or space on the staff between "F" and 
11 G11 , and when we wish to represent the sound between these two 
tones we use a sharp (F#) 11 fi 11 • 
We name the chromatic tones represented by sharps by adding the sound 
of 11 ee 11 (spelled 1 111 ) to the first letter of the scale tone to which they 
are related. Thus 11 do 11 sharp is 11 di 11 ; 1 re 11 sharp is 11 ri 11 ; 11 fa11 sharp is 
11 fi"; 11 soo 11 sharp is 11 si11 ; and 11 la11 sharp is 11 li 11 • 
Use the piano or your pitch pipe and have the class sing: 
1. The natural scale 
2. The chromatic scale (ascending only) 
Following is a complete chromatic scale ladder which should be placed 
on the blaCkboard to demonstrate the function of these s~bols. 
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LESSON XLVI 
Have the class sing the following: 
1. do-re 
2. do-di-re 
3. re-mi 
4. re-ri-mi 
5. mi-fa 
6. fa-fi-soo 
7. soo-si-la 
8. la.-li-ti 
9. do-di-re-ri-mi 
10. fa-fi-soo-Bi-la 
11. la-11-ti-do 
12. soo-fi-soo 
13. do-ti-do 
14. fa-mi-fa 
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LESSON XLVII-XLVIII 
This lesson will teach the flat chromatics. Note that generally 
speaking, the sharps are used for an-ascending scale and the flats are 
used for a descending scale. 
TEACHING STEPS 
1. Direc.t the class to sing 11mi-fa.-mi 11 
. ' 
2. Have the class sing the same tones calling them 11 soo-le (pronouncec 
ay) soo 11 • 11le 11 is the name for the flat chromatic tone between 11 soo" and 
11 la11 , and it is a half step from either. 
3. In the same manner present 11 ra11 , !'me 11 , 11 se 11 , 11 te 11 
4. Show their representation on the staff by the use of flats. 
The chromatic tones represented by flats are named by adding the sound 
of 11 ay" (spelled 11 e 11 ) to the first letter of the name of the scale tone to 
which they are related, accept for the second tone of the scale 11re 11 the 
related flat chromatic being named 11 ra11 {pronounced rab.). 
Rave the class sing the descending naturai scale (do-ti-la.-soo-fa, 
etc.) and then the following: 
1. do-ti 
2. do-ti-te 
3. do-ti-te-la 
4. do-ti-te-la.-le 
5. do-ti-la-le-soo 
6. soo-se-fa 
1- fa-mi-me 
8. fa.-mi-me-re 
I 
I 
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9. fa.-mi-me-re-ra.-do 
10. high do-ti-te-la-le-soo-se-fa.-mi-me-re-ra-do 
Follwoing is a complete chromatic scale ladder which should be placed 
on the blackboard to demonstrate the function of these symbols. 
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LESSON XLIX 
Practice r egularly the chromatic scale , ascending and descending. 
I~ 
J I 
.I' ~ 
-
C:J ,, 
-lr illlll. 
--
I I 
"' 
.t"~ ---~~ ---ll ..J "\illll" :.c _., ,, 
" 
~ 
J 
I 
If.~ II 
-
~- ~~ 
lA~ II ,.... 
-
CSD .......... 
-t1'" """""" 
~ .:w~ """"" - II 
I 
) 
a 
-
~- I r ~I"'\ .__.. .,..._ fc;;1 v 0 ~ ,, 
IIIIOLJ -.::wol 3<:~ - J,;·- I 
'I 
....... ,,......., ~'Pg -e-
... 
J f 17 
-- ..JJ,_ 'Q , 
" 
J-....., J.r ~ Q, ~-~ ,.,._, 
IH'\ II 
-
Joloo - t:::J v ........ .., ~ 1 ~ -"'\. ~ '1io c::~ '-" ., '-""' I 
_... II 
I 
II 
LESSON L 
This lesson provides for a general review of all the technical music 
covered in this project. 
